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Preface and Acknowledgements 


This book grows out of my classroom experience teaching a course 
on ancient Greek elegy to upper-level undergraduates and graduate 
students, and it is designed in part to answer some of the initially 
‘naive’ but ultimately fundamental questions they put to me about 
the poetic form of early Greek elegiac poetry: What is the typical 
length of an elegiac poem in the archaic period? Are any of the 
surviving fragments complete poems? Or if not complete, are they 
the beginnings and ends of lost poems? How can we tell? What 
formal devices did elegiac poets use to give a recognizable architec- 
ture to the shorter poems they sang around the symposium or to the 
much longer poems they composed on historical or political topics? 
And finally, how did archaic elegy change, as it was informally recited 
and reperformed in classical times at Athens and elsewhere? 

It is fitting that I dedicate this book in part to the memory of 
Arthur Adkins, my congenial and thoughtful colleague. Long before 
my arrival at the University of Chicago he created and nurtured a 
popular reading course on archaic Greek elegy, which I inherited 
after he passed away. While preparing for and teaching this course in 
the autumn of 1998 and again in the winter of 2002, I first conceived 
and then tested the main arguments in this book. Prior to taking on 
this course, I was accustomed to teaching elegiac poems in a survey 
course devoted to ‘Lyric Poetry, an odd setting generated by the 
persistent confusion over the melic status of elegiac poetry. (A 
confusion captured nicely in the repetition of the word ‘lyric’ in 
both the title and subtitle of perhaps the most popular text book 
for such courses in North America, Campbell's (1967) Greek Lyric 
Poetry: A Selection of Early Greek Lyric, Elegiac and Iambic Poetry.) 

Arthur, however, insisted on devoting an entire course to reading 
all of the fragments of archaic elegy and in so doing created the 
perfect environment for formulating specific questions about the 
poetic form of elegy itself, rather than more global inquiries into 
the various features that elegy shares with the other early forms of 
monodic poetry, for example, its political content, sympotic setting 
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or personal voice. My second and perhaps more obvious debt to 
Arthur is his book, Poetic Craft in the Early Greek Elegists (Chicago, 
1985), which, like mine, grew out of his classroom experiences. In 
hindsight, it is quite clear to me that this book, with its emphasis on 
the craft of the elegiac poet and its close readings of individual 
fragments and their poetic structure, was a model for the style of 
analysis deployed here. 

A great number of individuals helped in the creation of this book 
and it is a pleasure to recognize their contributions. First and fore- 
most I am grateful to my students in those two memorable classes, 
especially to those who repeatedly pressed me to think harder about 
the poetic form of archaic elegiac poetry, and who assumed that the 
longer extant fragments, at least, could provide ample enough data to 
speculate about it. Secondly I wish to thank some of my friends and 
colleagues at the University of Chicago: Danielle Allen, James Red- 
field, Laura Slatkin, Peter White, and David Wray. They read the first 
and most tentative version of this study and offered penetrating but 
encouraging criticism. Elizabeth Adkins, Deborah Boedeker, Edward 
Courtney, Marta Cuypers, Mark Edwards, Susan H. Faraone, Scott 
Garner, Douglas Gerber, Kathryn Gutzwiller, Richard Hunter, Andre 
Lardinois, Jim Marks, Dirk Obbink, Allan Romano, David Sansone, 
David Sider, Susan Stephens, Greg Thalmann and Mark Usher all 
offered comments on subsequent drafts or individual chapters. The 
two anonymous readers for the press gave many helpful comments, 
and since they ultimately made themselves known to me, I can thank 
them by name as well: Ewen Bowie and Ian Rutherford. I am also 
grateful to Bob von Hallberg and David Wilson-Okamura for infor- 
mation and bibliography about the use of stanzas and rhyme in 
Italian and English poetry. The remaining faults are, of course, my 
own. 

The bulk of this study was written during the summer and fall of 
2002, while I was a fellow at the Franke Institute of Humanities at the 
University of Chicago. I am particularly grateful to Richard and 
Barbara Franke for their original and ongoing support of the Institute, 
and to its director, Jim Chandler, and his staff for creating such a 
wonderful and supportive environment for research and writing. I am 
especially grateful to Rana Al-Saadi, Dan Belnap, Neil Coffee, Martin 
Devecka, Elliott K. Goodman, Alex Lee and my daughter Amanda 
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actions of the American Philological Association (Faraone 2005b) and 
Mnemosyne (Faraone 2006) and I am grateful to the editors of these 
journals for allowing me to republish much of that material here. The 
Greek text of selections of M.L. West (ed.), Iambi et Elegi Graeci ante 
Alexandrum Cantati, 2nd edn., Copyright Oxford University Press is 
printed with permission of the publishers. Likewise portions of the 
translations of D.E. Gerber are used here by permission of the pub- 
lishers from Greek Elegiac Poetry from the Seventh to the Fifth Centuries 
B.C., Loeb Classical Library, vol. 258, Cambridge, Mass.: Harvard 
University Press, Copyright 1999 by the President and Fellows of 
Harvard College. The Loeb Classical Library is a registered trademark 
of the President and Fellows of Harvard College. 
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Note on Abbreviations and Transliterations 


Wherever possible I have used the abbreviations for ancient authors, 
scholarly journals, collections of texts and the like as they appear in 
the second edition of the Oxford Classical Dictionary. In transliterat- 
ing ancient Greek names it has seemed reasonable, if not entirely 
consistent, to use the familiar Latinized spelling for those names for 
which this has become normal English usage (e.g. ‘Socrates’ or 
*Heracles), and in other cases to use a direct transliteration of the 
Greek to avoid confusion, e.g. ‘Dike rather than ‘Dice’. 


Introduction 


Recent scholarship on early Greek elegy suggests that there were two 
basic types: shorter poems sung at symposia on a variety of martial, 
political, and erotic themes and much longer historical narratives, 
such as Mimnermus' Smyrneis or Simonides’ poem on the battle of 
Plataea.! There is less consensus on the existence of a third type, a 
formal elegaic lament sung in funerary contexts that was perhaps a 
specialty of the Doric world.? Our understanding of all forms of 
archaic elegy is, however, continually vexed by our inability to 
know what was the traditional length of a shorter elegiac poem and 
what—if any—was the size of a typical compositional unit in the 
more extended poems.? Such ignorance greatly limits our aesthetic 
appreciation, for example, of the poetry of Archilochus and Mim- 
nermus, which survives antiquity only in small, isolated fragments 
quoted out of context by much later authors, who were generally 
more interested in mining these ancient poems for moral maxims 
than appreciating them as examples of archaic poetry. This ignor- 
ance is equally debilitating when we turn our attention to the longer 


! For recent overviews see e.g. Herington (1985) 31-39, Bowie (1986) and (2001), 
Pellizer (1990) 180, Bartól (1993) 51—57, Gerber (1997) 92—94, and Aloni (2001) 88— 
90. Slings (2000, 5-10) points out how much of this recent consensus is indebted to 
the important work of Reitzenstein (1893) 45-85. 

2 See Section 6.2 below. 

3 Bowie (1986) 13. 

4 Stobaeus—or the scribal tradition that transmits his Florilegium—seems to be 
particularly unreliable; see Campbell (1984) for his habit of stripping away personal 
information (and rewriting verses if necessary) in order to generalize a fragment, and 
Sider (2001b) 272-88 for evidence (in the recently discovered Simonides papyri) of 
other forms of Stobaean imprecision. 
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extant fragments, such as Tyrtaeus 12 or Solon 13, and try to discern 
any consistent signs of compositional design or architecture. 

This problem of fragmentary and poorly preserved primary sources 
has in the past been exacerbated, because modern scholars—in some 
ways not unlike the ancient excerpters—traditionally used the frag- 
ments of archaic elegy more for evidence about the history of 
Greek ideas, warfare, society, or politics,> than for insight into their 
poetic form. Indeed, elegiac poetics, if it is commented upon at all, is 
usually assumed to be derivative of or dependent upon epic, on the 
grounds that the basic metrical unit of elegy (the couplet) and its Ionic 
dialect are closely related to the hexametrical verse and Kunstsprache of 
epic.® This tendency is especially exaggerated in the case of Tyrtaeus, 
because of his perceived proximity to epic: chronologically he is one 
of the earliest elegiac poets, and the military content of his poems 
allows for much easier comparisons, especially with a war-poem like 
the Iliad.’ 

In recent years, however, scholars have begun to re-examine the 
formal features of elegy and to underscore some of the ways it differs 
from epic. Dover, for example, has stressed some important linguistic 
variations in early elegiac poetry, which lacks many of the particles or 
paired particles that are characteristic of epic, and which seems to be 
unfamiliar with the digamma—an absence that is striking in the case 
of Tyrtaeus, who ignores it entirely even though his native Doric 
regularly acknowledges it.8 More recently there have been some 


5 For the usefulness of the content of elegy in the study of early Greek ideas, see e.g. 
Adkins (1972) and Frankel (1975); of military history, e.g. Snodgrass (1964) 181-82 
and Adkins (1985) 77-78; of political and social history, e.g. Podlecki (1974) and 
Murray (1983) 124-36 and 159-80; and most recently even the history of organized 
crime: van Wees (1999). 

6 Adkins (1985, 21-23) summarizes this traditional approach, which seems to go 
back to Aristotle Poetics 1. 

7 Typical is Jaeger (1966) 107: “The poems of Tyrtaeus in language, meter and 
mood are Homeric through and through’ See also Jacoby (1918) 19-31, Snell (1969), 
Adkins (1985) 87-92 or Gerber (1997) 106. Verrall (1896, 269) points out that this is 
a very old tradition, going back at least as far as Horace (Ars Poetica 410), who 
identifies Homer and Tyrtaeus collectively as those ‘whose verses made the souls of 
men sharp in battle’. 

8 Dover (1967, 183-84 and 190-94) concludes that Tyrtaeus inherits elegy as an 
Ionic vernacular form, which draws to some degree on epic material and phraseology 
(p. 193). Barnes (1995, 148) shows, moreover, that—with regard to the frequency of 
clausular breaks within the hexameter—of all the extant elegists Tyrtaeus’ verse is 
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suggestive shorter studies on the unique dynamics of elegiac metrics 
and formulas? But the study of elegy has benefited perhaps most 
greatly from recent inquiries into the re-performance of archaic 
poetry in the classical period and the poetic traditions that evolve 
as a result. Herington, for example, has discussed the re-performance 
of Solon and Tyrtaeus in late-classical Athens, while Nagy has sug- 
gested that ‘Theognis’, like Homer’ or the ‘Anacreon’ of the Ana- 
creonta, represents a long poetic tradition or ‘persona’ in the guise of 
which the extant poems in the Theognidea were composed by a series 
of different Megarian symposiasts over a long period of time.!? 

In the present environment the time is right to revive a much older 
theory about the unique poetic form of early elegy. Henri Weil, around 
the time of the American Civil War, suggested that many of the early 
elegists organized their poems into 'strophes' that occasionally display 
a kind of responsion similar to that found in ancient Greek choral 
poetry.!! Although his contemporaries rightly rejected the main argu- 
ment of his study—that Solon 13 was primarily composed of four- 
couplet 'strophes'—they paid scant attention to some of his other, 
passing observations.!? Weil's brief comments on Tyrtaeus 10-12 and 
Xenophanes 1 and 2 are, in fact, extremely insightful: he described 


actually the least like Homeric verse, and dramatically so. More generally Bowie 
(1986, 14) notes: 'Elegy's metrical form relates to hexameter epic, but no evidence 
proves it a more recent genre. Not surprising for a dactylic metre, it shares much 
vocabulary with epic, but it is only a supposition that elegy is invariably the borrower 
and epic the lender' Indeed, West (1995) argues that Iliad 22 may have been 
dependent on Tyrtaeus. 


9 See e.g. Greenberg (1985a) and van Raalte (1988) for meter, and for formulae 
Greenberg (1985b), who concludes (p. 260): ‘elegy is not derived from the hex- 
ameter... It has its own rules? Barnes (1995), focusing on patterns of enjambment, 
points out that the elegiac hexameter, because it functions as an integral part of the 
couplet, displays a number of important differences from the epic hexameter. An 
increase in necessary enjambment between hexameter and couplet, for example, leads 
to an increase in clause division at the bucolic diaeresis. There is also a general 
tendency to avoid an initial hemiepes at the start of the hexameter (and thus avoid 
couplets with one initial and two final hemiepe). 

10 Herington (1985) 48-50 and Nagy (1985). More recently Lardinois (2006) has 
asked similar questions about the poet named ‘Solon’. 

11 Weil (1862). 

1? Weil's ideas about four-couplet Solonic ‘strophes’ were rejected by subsequent 
editors and pointedly refuted by Clemm (1883). Linforth (1919, 242-44) provides a 
concise overview of the controversy. 
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(without argument) two persistent features:!3 (i) the Tyrtaean frag- 
ments were composed in regular five-couplet ‘strophes’ and the Xeno- 
phantic fragments in six-couplet ones; and (ii) verbal repetitions 
highlight the ‘strophic’ architecture of these poems and create a formal 
responsion, which, like metrical responsion in choral poetry, draws 
attention to important thematic parallels and contrasts. As we shall 
see, both of these observations can, in fact, be defended and augmen- 
ted in ways that can tell us much about the unique poetic design of 
early elegy. 

Weil's thesis about 'strophes' and responsion was (as far as I can 
tell) roundly ignored for nearly a century until Rossi in a lengthy and 
detailed study confirmed that the first thirty lines of Tyrtaeus 10 were 
indeed composed as three clearly marked five-couplet units. In 
addition he noted that the first and last of these units were 'discur- 
sive’ in nature, while the middle one exhorted the audience to 
action.!4 One goal of this study, then, is to combine Weil's initial 
insight about the stanzaic divisions of the longer fragments of archaic 
elegy, with Rossi's understanding of how the rhetorical structure of a 
fragment fits comfortably within and is indeed creatively articulated 
by these divisions. 

Weil ventured no analysis of the extant elegiac fragments of Ar- 
chilochus and Mimnermus, presumably because they are too short. 
He completely ignored the Theognidea as well. Perhaps wisely so, for 
this collection of nearly 700 elegiac couplets comes down to us in 
manuscripts that bear little or no reliable indication of the begin- 
nings or ends of separate poems.!^ This problem is, in fact, shared by 
the entire corpus of archaic elegy. Indeed, aside from necessarily 
subjective judgments about aesthetic or rhetorical unity and a few 
scribal marks on papyri,!© we have little external evidence at all for 


15 Weil (1862) devotes the first eight pages of his thirteen-page study to Solon 13, a 
page and a half to Xenophanes 1 and 2 and four-and-a-half pages to Tyrtaeus 10-12. 

14 Rossi (1953/54) 414-15. 

15 The earliest and best manuscripts of the Theognidea do not distinguish indi- 
vidual poems, although some ofthe inferior manuscripts do; see West (1992) 173—74. 
This suggests rightly to most scholars—see e.g. the recent comments of Friis-Johan- 
sen (1991) 31—that these divisions are of doubtful authority. 

16 POxy. 854, uses a paragraphos and a coronis to mark the start of Archilochus 4, a 
fragment that was at least four couplets long. Recently Obbink (2006) has shown that 
this papyrus and a number of others all belong to the same 2nd-cent. ce book of 
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the length or boundaries of any archaic elegiac poem. To date 
scholars can generally agree on only one acceptable principle: that a 
vocative often indicates the beginning ofa new poem. There is a fairly 
wide consensus, for example, that in the Theognidea the vocative 
forms of the name or patronymic of Cyrnus, the poet's primary 
addressee, regularly mark the start of a new poem, although disagree- 
ment remains about how often this is true.!? Similarly, the use of the 
vocative @ véo: at the beginning of line 15 of Tyrtaeus 10, was central 
to the long-standing, but now abandoned, thesis that lines 15-31 of 
the fragment comprised the start of a second poem unrelated to the 
first fourteen verses.!? 

As we shall see, Weil's notion of the ‘strophic’ design of elegy 
provides us with a more reliable method for discerning the begin- 
nings and ends of individual poems or sections within them. I have, 
however, abandoned Weil's ‘strophe’, and borrow, instead, the term 
‘stanza’ from the world of the Renaissance, where the idea of a poetic 
stanza seems to evolve from the lyrics of songs sung to musical 
accompaniment, an evolution very similar to that of archaic Greek 
elegy (see below).!? According to the Oxford English Dictionary, 
English speakers in the sixteenth century borrowed the word ‘stanza’ 
directly from Italy, where the poetic connotation of the word appar- 
ently derived from the use of the Italian word stanza as ‘a stopping 


Archilochus’ elegies that was ‘an extensive edition, equipped with coronides, para- 
graphoi, accents, diareses, etc? It included fragments of both short and long poems, 
including twenty-four continuous lines that seem to be a mythological exemplum 
about Telephus’ rout of the Achaean army. The surviving text is, however, heavily 
damaged at the start and finish of most lines and too much has to be conjectured to 
know whether the poet has composed these lines in stanzas. The two papyrus 
fragments of the Theognidea (POxy. 2380 and PBerlin 21220) reveal that something 
like the extant corpus already existed in the Roman period; see Carriere (1962) and 
Kotansky (1993). The layout of the Oxyrhynchus papyrus suggests that some kind of 
symbol or short title marked line 255 as the beginning of a new poem, a point in the 
corpus where scholars have indeed always postulated the end of an earlier compil- 
ation. See Gronewald (1975) for full discussion. The Berlin papyrus, on the other 
hand, has some small bit of writing in between lines 930 and 931—another point 
where scholars have suggested a break between two different thematic sections. 


17 Hudson-Williams (1910, 2-4) provides a good summary. See also Section 4.2 
below. 

18 See my discussion in Section 3.1. 

1? I am much indebted to Herrnstein-Smith (1968) 56-70 for much of this 
paragraph. 
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place' on a journey. The stanza, in short, originally designated not (as 
we usually understand it today) a repeated unit of verses, but rather 
the space or point of contact between them, where musicians and 
singers paused before repeating again the same melody with a new set 
of lyrics. In Renaissance England, however, a second, albeit incorrect, 
understanding of the term was intuited from an alternate meaning of 
the same Italian word as a ‘room.?° These divergent derivations and 
definitions, in fact, provide different and productive ways of thinking 
about stanzas. The second, for example, imagines stanzas singly as a 
series of bounded ‘rooms’ into which poetic verses are distributed, 
like furniture or other household possessions, in a pleasing or logical 
pattern. Thus John Donne famously remarks in “The Coronation’: 
"We'll build in sonnets pretty rooms. 

The stanza as a 'stopping place; however, turns our attention to 
the boundaries between successive units, where orally composing 
elegiac poets might pause briefly to collect their thoughts and then 
move on in a different direction, mood, or linguistic register, or 
where singers composing or improvising verses at a symposium 
might ‘take up’ a song as it moves from one performer to the next. 
For both ancient and Renaissance poets, moreover, stanzas provided 
extraordinary flexibility in terms of length and genre. Although the 
stanza may have evolved originally as a frame for short melodic 
songs, poets quickly recognized that repeated stanzas could be used 
to construct much larger and more complicated compositions. In- 
deed, there is theoretically no limit to the number of stanzas that a 
poet might use in an elegiac composition, some of which could 
apparently run as long as one or two thousand verses.?! One thinks, 
of course, of the terza rima as a stanzaic vehicle for Dante's Divine 
Comedy or of the Spenserian stanza in The Fairie Queen. 

My notion of the stanza emphasizes most of all the musicality of 
elegy, which in archaic times was most likely performed to the tune of 
the aulos, a kind of double oboe.?2 In the past scholars have assumed 


20 See e.g. Oliver (1994) 34. Rana Al-Saadi informs me that the Arabic word for 
stanza (bét) is also the word for ‘house’. 

?! Bowie (1986) 28—34 and Gerber (1997) 91—92. 

22 This has been a fraught question. In the 19th and early 20th cent. most scholars 
would have agreed that early elegy was sung to the aulos; see e.g. Page (1936) 211 
(‘beyond a reasonable doubt’). Campbell (1964) and Rosenmeyer (1969) mounted a 
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that the tune was short and simple, repeated over and over again with 
each couplet, an assumption that greatly limits the importance of the 
musical background and assigns to the elegiac performer, in com- 
parison to the lyric one, an inferior status that blurs the lines between 
amateur and virtuoso.?? I argue in this volume, however, that the 
stanza, and not the couplet, was probably the more important 
compositional unit of early Greek elegy, and that the aulete could 
in theory, at least, play a longer and presumably more complex 
melody that might span all five-couplets without repeating itself. 
Thus elegists probably had as great a challenge as lyric poets, at 
least until elegy loses its musical background in the classical period. 
The musical accompaniment of early elegy has in the past created 
problems for the modern taxonomy of ancient Greek poetry, accord- 
ing to which there are two basic categories: (i) 'stichic' verse, in which 
a short metrical unit—for example, a single verse or couplet—is 
recited over and over again, usually without music, for example, 
the dactylic hexameters of epic or the iambic and trochaic 'speaking 
meters’ of Greek drama; and (ii) ‘melic’ or ‘melodic’ verse sung to a 
stringed instrument or the aulos, in which longer sets of metrical 
units come to closure at regular intervals, for example, the stanzas of 
monodic poems, like those of Sappho or Alcman, or the strophic 
triads of choral poetry.?4 
strong challenge to this view, but gradually the communis opinio has swung back, see 
e.g. West (1974) 13-14, Henderson (1982) 24, Herington (1985) 31-36 and 192-93, 
and Bartól (1987). Rosenmeyer (1969) 217-18 depends heavily on Aristotle's under- 
standing in Poetics 1 that elegiac poets, like epic ones, composed verse without music, 
but Aristotle is probably reflecting performance practices of the 4th cent. when elegy 
had already lost its musical background. For more recent views, see e.g. West (1974) 
18-19, who classifies elegy as ‘a variety of melic poetry’; and Bowie (1986) 13-21 (esp. 
p. 14, with his emphasis: ‘archaic elegy was not spoken, but sung... and on almost all 
occasions it was accompanied by the aulos’). Gerber (1997, 96—98) provides a recent 
overview of the debate and concludes (p. 97): ‘the sheer number of them [i.e. internal 


references to the aulos] strongly suggests that the instrument was a common accom- 
paniment to elegy, 


23 See e.g. Bowie (1986) 14: ‘All an elegist must do is compose words within a 
regularly repeated metre and sing them to a tune that is presumably, like the couplet’s 
metre, simple and repeated. ... This makes fewer demands than composing monody 
in metres of varying complexity for singing to the accompaniment of a stringed 
instrument played by the singer: the gap between the talented amateur and the 
virtuoso performer will be narrower: 

24 See e.g. Dale (1965) 173. Nagy (1990b, 19-20) places elegiac couplets in the 
category of ‘recitative as opposed to ‘melodic’, while allowing that the former need 
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Scholars traditionally count elegiac poetry as stichic verse because 
it can be described metrically as the repetition of one elegiac couplet 
after another. But elegy's status as stichic verse conflicts with the 
consensus (see n. 22 above) that the Greeks in early times, at least, 
performed elegiac verses to the accompaniment of the aulos. Weil, on 
the other hand, presumably recognized the melic status of elegy 
(although he does not say so explicitly), when he pointed to the 
parallels between the ‘strophes’ he found in the elegiac fragments and 
those in choral poetry. I should stress, however, that this important 
musical feature of archaic elegy seems to have been abandoned by the 
time of Aristotle, who in the Poetics (1.1447*») treats elegiac and epic 
poets together as examples of those, whose poetry features language 
and rhythm, but not music. Scholars suggest that archaic elegiac 
songs, indeed, gradually lose their specialized melodic accompani- 
ment in the classical period, when they were re-performed in sym- 
posia by amateurs who spoke or chanted them as if they were non- 
melic poems,? an historical development that occurred in the Italian 
and English Renaissance as well, when the sonnet and various other 
kinds of stanzaic verse were gradually liberated from their musical 
settings. In Greece a similar trend helps explain why knowledge and 
appreciation of the stanza seem to weaken in the classical period and 
might, in fact, have been lost for good, had it not been for the 
scholarly revival of interest in the Hellenistic period. 

Although the use of the term 'stanza' to describe repeated units of 
Greek elegiac poetry is potentially problematic, it has been used 
profitably in this way by modern scholars of Avestan and Propertian 
verse.2© Use of the term does, nonetheless, threaten confusion with 
the other kinds of stanzas employed by archaic Greek poets. Thus, for 


not mean ‘monotone’, because the Greek pitch accent provided some kind of 'pat- 
terning of pitch’. 

25 Herington (1985) 41-57 and Nagy (1990b) 23-27. 

26 One of the earliest forms of Indo-European poetry, the Gathas (“Divine Songs’) 
of the Avesta, is stichic in form, having as its basic verse (called a pada) either a 
dimeter (8 syllables) or a trimeter (11 or 12 syllables). These ‘Divine Songs’ are 
composed in fixed units of metrically equal lines that are called 'stanzas'; see Malan- 
dra (2001) 320-21. Likewise Goold (1990, 19-20) uses ‘stanza’ as I do in this volume 
to refer to ‘regular blocks of verses’ within the corpus of Propertius, for example, 1.6 
(six stanzas of three couplets), 1.10 (three stanzas of five couplets) and 1.14 (three 
stanzas of four couplets). 
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example, the traditional use of ‘stanza’ to describe the compositional 
unit of a Sapphic lyric poem is more apt because (as in the Italian or 
English case) metrical alteration of the final verse of each stanza 
makes it easier to isolate the stanzas as separate units. But after 
much consideration of Weil's ‘strophe’ (difficult because of its triadic 
associations) and such neologisms as ‘monostrophs’ or ‘five-folders’, 
I have opted to use the more familiar term ‘stanza’ throughout the 
volume, albeit in the more general meaning that has evolved in 
twentieth-century discourse on poetry, as a formal unit of verse, 
which is recurrently identical in length and metrical structure, and 
which often constitutes a division of a poem that corresponds to the 
paragraph in prose." The analogy to the prose paragraph, in par- 
ticular, captures one essential feature of the elegiac stanza that is not 
necessarily shared by the stanzas of the lyric genres of Greek poetry: 
the regular coincidence between the end of an elegiac stanza and the 
end of a sentence. The analogy offered above with the stanzas found 
in Renaissance poetry may also make sense of the relatively long 
length of the Greek elegiac stanza, which runs to ten or twelve verses, 
compared, for example, with the four-line Sapphic stanza. Indeed, 
like the fourteen-line Petrarchan stanza or the nine-line Spensarian, 
the relatively long length of the elegiac stanza provides more than 
adequate space for the full development of coherent arguments or 
ideas within the span ofa single compositional unit, a feature that (as 
we shall see) lends itself especially well to the meditative or philo- 
sophical use of elegy. 

This study has six central chapters. In Chapter 2, “Internal Struc- 
ture; I begin with a number of well-known elegiac fragments that 
ancient authors quote as complete five-couplet units or that modern 
editors and scholars almost universally identify on aesthetic or rhet- 
orical grounds as free-standing poems. In my discussion, I begin by 
identifying a number of other salient features, such as ring-compos- 
ition, internal rhymes, and word repetition, that can help us identify 
these fragments as unified and complete stanzas. In the second half of 
the chapter I discuss three kinds of elegiac 'set-pieces' that regularly 
appear in or among the fragments as discrete five-couplet units: 


27 See e.g. the discussions of Baum (1929) 53 or Wood (1940) 265. Oliver (1994, 
54) identifies stanza as a 'sensible paragraph" 
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prayers, catalogues, and priamels. In Chapter 3, ‘Composition’, the 
chapter most indebted to the work of Weil and Rossi, I examine a 
number of longer archaic fragments and suggest some additional 
criteria for identifying individual stanzas by the manner in which 
they are joined to and separated from those stanzas that precede and 
follow. I identify two general compositional patterns, the alternation 
between stanzas of exhortation and meditation, and the coordination 
of pairs of stanzas of the same linguistic type by often elaborate 
schemes of responsion. 

In Chapter 4, ‘Performance’ and Chapter 5, ‘Improvisation’, 
I continue to examine the seams between five-couplet stanzas, this 
time looking for signs of a multiplicity of composers or performers. 
I begin with the sympotic practice of ‘taking up the song’ discussed 
by Reitzenstein and others, a type of elegiac performance during 
which one poet composes a five-couplet poem, to which another 
must respond with a second poem of equal length that commends, 
critiques, or challenges the first. My examples are drawn primarily 
from the Theognidea, but I suggest that some of the shorter fragments 
of Archilochus, Mimnermus, and Solon may have also been 
performed in a similar context. In Chapter 5, I turn to the case of re- 
performance, during which a performer of a later generation 
improvises a version of a traditional poem originally composed 
in elegiac stanzas. This creative re-performance of elegy is directly 
linked to its emergence as a popular spoken (i.e. no longer sung) 
form ofentertainmentin late-classical Athens and elsewhere. From this 
diachronic perspective, we see signs that the knowledge of or interest 
in the five-couplet stanza as a structural unit of elegy is fading. 

In Chapter 6, ‘Innovation and Archaism’, I discuss two different 
cases of reaction to or reception of the archaic technique of stanzaic 
composition in the late archaic or classical period. The first involves 
the two long fragments of the iconoclastic philosopher-poet Xen- 
ophanes of Colophon, which (as Weil noted) are composed as pairs 
of six-couplet stanzas according to the same techniques discussed 
throughout the volume. I suggest, but cannot prove, that these six- 
couplet stanzas were an innovation of Xenophanes, who elsewhere 
challenges poetic tradition and authority. In the second half of this 
chapter I show that the elegiac lament sung by Andromache in 
her eponymous Euripidean play displays clear signs of stanzaic 
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architecture. This fact, coupled with new epigraphical evidence for 
early elegiac epitaphs, suggests that unlike Xenophanes, Euripides is 
not innovating, but rather he is reflecting some real knowledge of 
traditional elegiac laments from an earlier time and from another 
part of Greece, the Doric-speaking world of the Peloponnese. 
Andromache's elegiac song, in short, is an exercise in archaism and 
perhaps exoticism, but not innovation. In Chapter 7, ‘Revival’, 
I conclude this study with a close reading of the famous ‘Prologue’ 
to Callimachus' Aitia, a programmatic manifesto where he lays out a 
defence of his own elegiac practices and castigates those of his rivals. 
I argue that the learned scholar-poet, who probably had at his 
fingertips the remains of most of archaic Greek poetry, consciously 
imitates the stanzaic compositions of his elegiac ancestors as a way of 
illustrating the poetic advice he gives in the ‘Prologue’. 

Finally, I append to this volume three short studies, which exam- 
ine a number of individual poems that also illustrate my argument, 
but which, I felt, might ultimately detract from it, because of the lack 
of comparanda or the poor condition of an especially lacunose text. 
These appendices are offered, in short, as suggestions for further 
study. The first examines Mimnermus 12 as an example of a generic 
kind of elegiac digression that encompasses a single stanza. The 
second is devoted to Solons famous Fragment 4 (‘Eunomia’), 
which pulls together two earlier and tangential discussions (in Sec- 
tions 3.2 and 4.2) of small portions of the same long fragment and 
offers a full reading of this striking, but woefully lacunose text as a 
single poem that was probably composed originally in at least five 
stanzas. The last appendix examines Theognidea 133-42, a somewhat 
clumsy composition that reveals how elegiac poets might use the 
stanza to collect a series of wisdom sayings into a fairly coherent 
stanza. 

A few important caveats. In this study I offer only a handful of new 
insights into the literary interpretation of individual elegiac frag- 
ments. This is by design, since my primary goals are to describe and 
illustrate the salient features of the generic elegiac stanza and then to 
suggest how it lends structure to many of the longer fragments of 
early Greek elegy. In most cases the fairly stable body of scholarly 
interpretation of any individual fragment dovetails quite neatly with 
my added claim that it is composed in stanzas. In order to emphasize 
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my agreements with this scholarly consensus and to highlight my 
rare disagreements with it, I have opted, with very few exceptions, to 
print the text of Martin West and the translation of Douglas Gerber?s 
and to use similarly standard texts and translations of the elegiac 
compositions that do not appear there. 

My second caveat concerns the unfolding of the argument. Of the 
six central chapters outlined above the first two are almost entirely 
descriptive and synchronic, and in them I offer a formal analysis of 
many extant fragments of early elegy. But if at the end of Chapter 3 
my readers are not convinced that the stanza was an important 
compositional tool for the early elegiac poets, I advise them to stop 
reading, since the chapters that follow are designed to build on the 
basic arguments of the first three chapters and therefore assume 
some degree of acceptance of the ideas set forth in them. For the 
same reason it is inadvisable to dip into this study as a running 
commentary on individual poems and to skip, for example, directly 
to Chapter 4 to find out what I have to say about Tyrtaeus 12, since 
my arguments there are less likely to persuade someone who has not 
read the preceding two chapters. 

A third disclaimer: there are a few occasions in this book where the 
stanzaic architecture of a longer poem leads me to suspect that a 
single end-stopped couplet has dropped out of the transmitted text 
of a particular fragment, usually in a repetitive list or description, 
such as the third stanza of Tyrtaeus 11, but especially in Solon 27 and 
Xenophanes 2, where the lacuna is confirmed by an obvious omis- 
sion of a logical part of a series.?? Scholars working on choral odes 
regularly use the same principle, of course, when they suspect lacu- 
nae in otherwise readily comprehensible texts, because of mis- 
matches between the length or metre of responding strophes. Thus, 
for example, scholars agree that a whole verse has dropped out of a 
choral passage in Aeschylus' Persians that gives a repetitive list of the 
Persian war dead. They do so only because the metrical responsion 
between strophe and antistrophe demands a responding verse after 
line 995. In other words, without knowledge of the strophic 


?8 West (1992) and Gerber (1999), who generally uses West's text, but in the rare 
cases that he does not, I discuss it in the notes. 
?9 See Sections 3.2 and 6.1. 
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architecture of tragic choruses and the metrical responsion between 
strophes, this loss would never have been detected.3° How is it then 
that modern scholars were so quick to discover the metrical respon- 
sion in passages of choral poetry and so slow to recognize the stanzaic 
structure of archaic elegy? The problem lies, I suspect, at the very 
origins of classical scholarship, for although the scholars at Alexan- 
dria in the Hellenistic and early Roman periods produced critical 
editions of and learned commentaries on Pindar, Bacchylides, and 
the tragedians and even discovered strophic responsion,?! such critical 
editions and commentaries were either not produced or simply 
do not survive for the archaic elegiac poets,?? except for the two 
polymetric masters Archilochus and Simonides, who were included 
in the canon of nine lyric poets.33 

In fact the loss of single end-stopped elegiac couplets is common 
enough in the manuscript traditions of elegiac poems. We can see 
this process, for example, in the textual transmission of a five-couplet 
epigram of Leonidas of Tarentum: the last three couplets (all end- 
stopped) begin with the same verb in the same form and as a result 
the middle couplet has completely disappeared in the Palatine recen- 
sion, a fact that would have been lost on us entirely were the full text 
not preserved in the alternate Planudean recension.?* And in the case 
of the much larger collections of Latin elegy, scholars often are 
confronted with similar problems resulting from the excision or 
rearrangement of single end-stopped couplets, especially in sections 
where there is a series of similar end-stopped couplets in rigid 


30 Other Aeschylean examples include, e.g., the Septem (where we need a verse 
after 890 to correspond to 903), a lacuna in Suppliants 574—75, and missing lines after 
Agamemnon 1005 and 1522. 

31 Aristophanes of Byzantium apparently excised some extraneous words after line 
27 of Pindar, Olympian 2, because they ruined the responsion. See Pfeiffer (1968) 187. 

32 See the comments of Gerber (1997, 103) on Tyrtaeus. 

33 Pfeiffer (1968, 205-06) discusses the canon of nine lyric poets, but nowhere 
does he mention Alexandrian or later editions of Callinus, Tyrtaeus, Mimnermus, 
Solon or Theognis. In fact, aside from a passing reference to Solon these poets do not 
appear at all in his study of the advent of classical scholarship. This is not to say that 
such editions did not exist. Indeed there are hints that some kind of edition, 
scholarly or not, was in circulation. In the case of Solon, for example, there are 
scattered hints that a formal corpus existed, which organized his poems by meter (see 
Ch. 5, n. 4). 

34 See the comments of Gow and Page (1965) on Leonidas no. 11 ad loc. 
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composition, as one finds, for example, in a catalogue.5 This 
problem is, of course, greatly compounded in cases where the elegiac 
fragment in question survives in a single papyrus copy (for example, 
the ‘Prologue’ to Callimachus' Aetia) or is preserved solely by an 
often unreliable anthologist like Stobaeus (e.g. Mimnermus 2 or 
Solon 13). 

Weil's thesis of the stanzaic composition of archaic elegy has some 
sobering, but not entirely unexpected, ramifications for our under- 
standing of the survival and transmission of the earliest fragments of 
the elegiac poetry. The contrasts are remarkable. Whereas the longer 
fragments of Tyrtaeus and Xenophanes, for example, have survived 
antiquity with their stanzaic structures intact or at least still clearly 
visible, Solon 13 and the so-called ‘Cyrnus Book’ ( Theognidea 19— 
254)—two other long fragments that are thought to preserve archaic 
elegiac compositions—reveal the unevenly corrosive effects of both 
oral re-performance and later scribal tampering. Stanzaic analysis 
reveals, for example, that although the midsection of Solon 13 (33- 
62) is composed fluently in three well-wrought five-couplet stanzas, 
the verses that precede and follow show few signs of stanzaic archi- 
tecture at all, suggesting that if this fragment does indeed preserve the 
poetry of Solon, it does so in a corrupt form. We find a similar 
combination in the ‘Cyrnus Book, where, for example, the first thirty 
verses and the last nine were apparently composed as stanzas, but 
much of the intervening material was not. 

In neither case is this surprising, of course. Although the manu- 
scripts of Stobaeus preserve Solon 13 as a single poem, scholars in the 
past have often complained about its loose syntactical organization 
and the ‘stream of consciousness’ displayed in its argument, and 
some argue that the last fourteen lines are probably two independent 
fragments unconnected with Solon.56 And indeed, recent evidence 
regarding the new elegiac fragments of Simonides confirm long- 
standing fears that Stobaeus, his sources or the scribes that transmit- 
ted his work were capable of wrongly combining unrelated 
fragments." Some modern scholars treat the Theognidea with the 


35 See e.g. the recent discussion of Butrica (1997) on the text of Propertius. 
36 For a good summary, see Gerber (1991) 176-79. 
37 Sider (2001b) 272-80. 
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same healthy skepticism, because it contains so many fragments that 
elsewhere are attributed to other poets.38 This problem is, as we shall 
see, greatly exacerbated by the inconsistencies of transmission. It is 
easy to be critical of Stobaeus, but is also important to remember that 
he and his sources did manage to preserve in good condition two of 
the three longer Tyrtaean fragments that display stanzaic structure 
most vividly. Likewise in the *Cyrnus Book’ we find easily recogniz- 
able examples of single five-couplet stanzas side by side with an equal 
number of shorter and in some cases obviously truncated fragments 
that have presumably been excerpted from longer poems. 


38 Gerber (1991) 190—94. 
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Internal Structure 


Of the two derivations of the word ‘stanza’ mentioned in the previous 
chapter, we shall explore first the idea ofa stanza asa ‘room; that is, a free- 
standing and internally coherent poetic unit. Many early archaic elegiac 
fragments do, in fact, seem to be composed in five-couplet stanzas, 
individually marked by thematic or rhetorical coherence but also by 
poetic devices common to other genres, for example, ring-composition 
and other forms of repetition that bring the stanza to satisfying closure. 
Single elegiac stanzas often take one of two recognizable forms with 
regard to content: (i) an A-B form, which begins with one theme or 
outlook, but then finishes—sometimes after a dramatic twist in the 
middle of the fifth line—with another, strongly contrary one; and (ii) 
an A—B-A form, which begins with one topic (A), shifts to a second (B), 
which challenges or illustrates the first, and then returns to the first (A) at 
the very end ofthe stanza. Elegiac poets also cast other kinds of rhetorical 
forms or generic set-pieces in the form of a single stanza. One persistent 
pattern consists of four couplets of meditation followed by a single one of 
exhortation. Set-pieces include the elegiac prayer, which often starts and 
ends with the name of the deity invoked, and the elegiac catalogue or 
priamel, which regularly begins with a general gnomic statement and 
then lists at least three illustrative examples of it. 


2.1. STANZAS WITH AN INTERNAL TWIST 


Later Greek authors quote a number of elegiac fragments that are five 
couplets in length, and modern editors tend to agree that most of 
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these seem to be complete poems or, at least, rhetorically and logically 
complete sections of longer poems. One of the oldest is a well-known 
fragment of Archilochus that has a vocative in the very first line:! 


; ; ; ; » PE 
Kyndea uev orovóevra, IepíkAees, ob TE Tis GOTHV 
ueupóuevos Oarins Tépyserar oùðè mós: 
Tolous yàp Kata kûua roAv$Ao(oBow Badacons 
€kAvoev, oióaAéovs È aud’ ddvvys &xojuev 
; DOPO ADR " 
mvevpovas. àÀAAà eot yàp àvqkéorowt kakotow, 5 
E 4 L'AI > N pi $ » 
à bir, emi kpatepnv rTÀquooóvqv é0ccav 
; y y y ; Sot AA 
pápuarov. Adote dMos exer 768€: viv ev és )uéas 
Y Rocio se) DURO >, , 
érpámeÜ', aiwatdev & éAkos ávaorévopev, 
EA se 7 ; , aa 7 
e€atris Ò érépovs errapelibeTat. dAAA TAXLOTA 


^ D > , 
TÀijre, yvvauketov mrévÜos aTwadpevol. 10 


There will be no disapproval of our mourning and lamentation, Pericles, when 
any citizen or even state takes pleasure in festivities, since such fine men did the 
wave of the loud-roaring sea wash over, and our lungs are swollen from pain. 
But, my friend, for incurable woes the gods have set powerful endurance as an 
antidote. This woe comes to different people at different times. Now it has 
turned upon us and we bewail a bloody wound, but later it will pass to others. 
Come, endure with all haste, thrusting aside womanly mourning. 


For a long time scholars were of the opinion that this is a fragment of 
a longer lament occasioned by a shipwreck that drowned the hus- 
band of Archilochus' sister? but more recently some have cautiously 
suggested that the fragment is a complete poem.? This controversy 
need not detain us, however, for as we shall see time and again, either 
of these views could very well be true: Archilochus may have designed 
these verses as a complete and aesthetically pleasing compositional 
unit within a longer poem or he may have composed them as a single 


! Archilochus 13, preserved by Stobaeus (4.56.3). 

? See, e.g. Hudson-Williams (1926) 86, who like many earlier commentators is 
influenced by the mention in Plutarch (Moralia 33a-b) and Longinus (On the 
Sublime 10) of Archilochus' apparently famous poem about a shipwreck. West 
(1992) ad loc, bundles Fragments 9-13 in the traditional manner, but in his 
apparatus criticus to Fragment 13 comments: ‘fort. carmen integrum? See Bossi 
(1990) 84—85 for a full review of recent opinions. 

5 See e.g. West (quoted in the preceding note), Campbell (1967) 145-46 ('[These 
lines] have the air of a complete poem: line 1 sounds like a beginning and 9-10 like an 
end, as well as echoing the central couplet’), Adkins (1985) 36, Bowie (1986) 22 n. 46 
(‘perhaps complete’), and idem (1997) 60: (‘Stobaeus seems to have got hold of an 
elegy that might be complete’) and Gerber (1997) 92 (‘appearance of completeness’). 
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poem. The question is moot for this study, which aims to show that 
the elegiac stanza can serve either capacity. 

Archilochus deploys a number of poetic devices in this fragment 
that signal unity of design and closure. The final imperative 7Aj7e, 
for instance, clearly echoes an important word in the thematically 
crucial central couplet (6: ràquooóvqv).* This fragment, moreover, is 
knit together by the enjambment between couplets (at lines 5 and 7) 
and within individual couplets,> and it is framed rhetorically by the 
vocative in the first line and the imperative in the last.© Most com- 
mentators agree, moreover, that the fragment falls into two unequal 
and somewhat contradictory parts: it begins by stating as a fact the 
acceptability of mourning, but then ends by rejecting it entirely. 
Archilochus dramatically emphasizes this change in outlook by 
launching the second movement of the fragment in the second foot 
of line 5 after the enjambed mveóuovas—a turnabout that unsettles 
the orderly rhythm of the poem, which begins with two rather 
conservatively composed couplets, the first end-stopped. In the sec- 
ond half of the fragment, however, the poet follows up with the 
strongly enjambed ddpyaxov and other midline punctuation in 
lines 7, 8, and 9.7 The second half of this poem or stanza also 
introduces the gods (eoi) in an emphatic position between dAda 


4 Campbell (1967) 145. 

5 Adkins (1985) 37. Note, too, that in the latter case, the verb is regularly placed at 
the beginning of the pentameter: éAvoev (4), érpáme0" (8), and ràñre (10). 

$ The shift in grammatical number is quite interesting, as Archilochus begins by 
focusing on the personal loss of a single person, Pericles, the addressee of the poem, 
but then he widens our sense of the magnitude of the devastation by revealing— 
emphatically in the placement of words—the plurality of victims at the beginning of 
the second couplet and by including himself in the first-person plural verb at the end 
of line 4 and the pronoun at the end of line 7. Up to this point we might, nonetheless, 
imagine a personal meditation of the Theognidean sort addressed to Cyrnus, but 
then the poet ends with a plural vocative that implies a larger gathering of men, like 
that usually imagined for the martial elegies of Callinus and Tyrtaeus. 

7 Adkins (1985) 39. Some scholars tend to attribute the energetic features in the 
second half of the poem to Archilochean style generally. Thus, van Raalte (1988, 150) 
cites Archilochus 13.3-8 as a good example of the ‘maximum integration’ produced 
by the simultaneous enjambment of both hexameters and pentameters. Barnes (1995, 
148) notes generally that Archilochus' surviving elegiac fragments display more 
freedom and a 'more innovative and premeditated approach to composition, one 
less dependent on traditional patterns. I suggest here, and below, that these ‘Archil- 
ochean' features may in fact be generic to elegiac stanzas of the A-B type, in which the 
second half is more energetically and powerfully composed. 
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and yap, to counter the earlier emphasis on human perceptions and 
endeavors: the citizens (end of line 1), the city (end of line 2) and the 
collective victims of the shipwreck (beginning of line 3). Finally, this 
fragment contains within its brief compass the two most important 
parts of an early Greek elegiac poem: nearly nine lines of meditation 
on human nature, followed by a single command to act upon this 
meditation (tAnwootvyy . . . TMjre). 

We find a similarly coherent and dramatic internal structure in a 
well-known and widely admired five-couplet fragment of Mimner- 
mus:? 


tis 0€ Bios, ti Ge repmvóv &rep xpvoéqs Adpodirys; 
TeÜvaiqv, OTE wot pyKETL TabTa péAoL, 
; ; E» X vo y 
kpvnrtaĝin pirdrys Kal ue(Auya. 80pa. ka eivij, 
D € » / [3 A 
of 7Bys avOea yiverar áprraAéa 
àvópácuw Ade yuvaréiv: erret Ò dduvypov énéAOn 5 
h "EP f Nos A 
ypas, 6 T atoxpóv uws Kal kaAóv avdpa iet, 
aiei uw dpévas dugi kakat Teipovoi uépuwaa, 
oùð aùyas mposopéwv TÉpTeTar v)eAM ov, 
SS E aS y. grt) ; ; 
GAN éxÜpós prev mairciv, atipaoros b€ yuvaréiv: 


ovTws ápyaAéov ypas €OnKe Beds 10 


What life is there, what pleasure without golden Aphrodite? May I die when 
I no longer care about secret intrigues, persuasive gifts, and the bed, those 
blossoms of youth that men and women find alluring. But when painful old 
age comes on, which makes even a handsome man ugly, grievous cares wear 
away his heart and he derives no joy from looking upon the sunlight; he is 
hateful to boys and women hold him in no honour. So harsh has the god 
made old age. 


All recent commentators feel that this fragment is a complete 
poem.!? Even the particle dé in the first line, once thought to be an 
impediment to such a claim, is now understood to belong to a group 
of typically adversative or continuative particles, including dùd and 
yap, which often appear at the beginning of elegiac fragments and 


8 Campbell (1967) ad loc. and Adkins (1985) 39. 
9 Mimnermus 1, preserved by Stobaeus (4.20.16). 

10 See e.g. Campbell (1967) ad loc., Gerber (1970) 106 (‘air of completeness’), 
West (1974) 74-75, Adkins (1985) 96 (‘[these lines] could be a satisfactory poem in 
themselves’), Bowie (1997) 60 (‘complete’) and again Gerber (1997) 93 (‘appearance 
of completeness’). 
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seem to reflect the genre's close association with the symposium and 
the practice of ‘taking up the song’"! The final line clearly brings 
closure: the asyndeton (here — yáp) explains the cause for despair— 
the harshness of old age—while the adverb od7ws sums up the 
negative descriptions that fill the second half of the fragment: ‘For 
so harsh has the god made old age.’!? 

Like Archilochus, Mimnermus changes the mood of these verses 
dramatically in the middle of the fifth line from a fairly upbeat descrip- 
tion of joyful youth to a gloomy assessment of the woes of old age, and 
he unsettles the balanced structure of the initial two couplets, each of 
which contains a complete thought.!^ He emphasizes, moreover, the 
bisection of the poem by deliberately mirroring the content and lan- 
guage ofthe two halves. The first line ends with the name of Aphrodite, 
who provides much of the joy of youth, while the last line closes with 
the anonymous and apparently hostile god who makes old age so 
harsh for mortals. And a string of neuter singular adjectives contrasts 
the joy of the opening line (1: repzvóv) with the lack of joy (8: odd’... 
Tépmerai) and the pain and harshness of old age: óóvvgpóv (5) and 
apyadéov (10).!4 Similarly Mimnermus matches the men and women 
inline 5 (àvópáow 75€ yvvaréív), who are attracted by young men, with 
the boys and women in line 9 (srauotv . . . yovaréiv), who reject the aging 
lover at the end of the poem. 

Mimnermus uses many of these same techniques in another long 
fragment, which alludes to a famous Homeric simile:!5 


jpets 9, otá re Q0Ma PvE moAvávÜenos wpn 
y 9I». Ar. Sox loa » 7 
€apos, ÓT al aùys aU£erat v)eMov, 
n , SN ah oa 4 
Toîs ikedori mýyviov emt xpóvov avOeow vjBus 


, n A 08/4 " N 
Tepróuela, mpos Dewy elðóTes obre kakóv 


11 See e.g. Verdenius (1974) 173-74, Allen (1993) 146-56, and Slings (2000), who 
all cite Reitzenstein (1893) 45—48. Allen (1993, 43) likewise connects it with the 
practices of sympotic singing. For further discussion see Section 4.1 below. 

12 Van Groningen (1958) 124. 

13 Adkins (1985, 97) notes that the second couplet is syntactically complete and 
the enjambment of dvdpdow 18€ yuvaréiv is unnecessary. 

14 I thank Peter White for this insight. 

15 Mimnermus 2, preserved by Stobaeus (4.34.12). As I will do throughout this 
study, I divide the Greek text and English translation of longer fragments into five- 
couplet units separated by a blank line in order to help clarify my argument by the 
visual layout. For discussion of the Homeric allusion, see Griffith (1976) and Allen 
(1993) ad loc. 
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ot? àyaÜóv: Kijpes è mapeorýkacı uéAoavau, 5 
ý ev €xovoa TéAos yýpaos ápyaAéov, 
Coes ; ; u 4 
4 8 érépn Üavárovo: uivvvha dé yiverau BNS 
pos Sai E S » 
kaprós, ócov T emt yiv k(óvara HéALos. 
E cde , , " 
avTap émnv 0) roro TéAos TapapelieTar Wpys, 
avtixa 67 TeOvavat BéArvov 1) Bíoros: 10 
Todda yàp èv Îvuð® kakà yiverav dAXoTE otkos 
À Polos oa A 
Tpvxovrat, mevins Ò épy ddvvnpa méAev 
dAdos & a) raldwv émdevetat, àv re náAora 
"- RE "e 
iueipwv kara. ys épxera eis Atóqv: 
&AAos voücov éxev Ouuoplhópov: ob6€ tis otw 15 


avOpwrwv © Zeds uù) Kaka ToAAG 6.607. 


We are like the leaves, which the flowery season of spring brings forth, when 
they quickly grow beneath the rays of the sun; like them we delight in the 
flowers of youth for an arm’s length of time, knowing neither the bad nor the 
good that comes from the gods. But the dark spirits of doom stand beside us, 
one holding grievous old age as the outcome, the other death. Youth’s fruit is 
short-lived, lasting as long as the sunlight spreads over the earth. And when 
the end of this season passes by, straightway death is better than life. 

For many are the miseries that beset one’s heart. Sometimes a man’s estate 
wastes away and a painful life of poverty is his; another in turn lacks sons 
and longing for them most of all he goes beneath the earth to Hades; another 
has soul-destroying illness. There is no one to whom Zeus does not give a 
multitude of ills. 


Most editors and commentators treat all sixteen lines as a coherent 
poem, but a few treat the first ten lines as well-balanced unit, as I have 
isolated it above.!$ In this first section of the poem, as in Mimnermus 
1, the poet shifts dramatically in the midst of line 5 from a reflection 
on the springtime and sunny delights of youth to an abrupt warning 
that the dark demons of old age or death have taken a stand nearby. 
He brings these contrasting ideas and moods into sharp contrast by 
repeating and undercutting all three of the key images in the first half 
of the poem. The brief season of springtime, the light of the sun and 
the bloom of youth, he says, will all pass us by in good time. Poetic 


16 For the traditional assessment, see e.g. van Groningen (1958) 124, Schmiel 
(1974) or Griffith (1976). Barron and Easterling (1989, 94), on the other hand, 
discuss the first ten lines as if they were by themselves a coherent and pleasing 
unity and others (see next note) praise the ring-composition in them. 
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form, moreover, perfectly matches thematic content. In an amazing 
display of ring-composition Mimnermus sees to it that the key 
thematic words at the ends of lines 1—3 (py, jeAtov, 7Bys) are 
systematically answered and thereby undone in reversed order by 
the same words, which appear in the second half of the poem at the 
ends of lines 7-9 (5s, Héros, pss). 

Mimnermus has, in short, put a good deal of thought and effort 
into composing the first ten lines of Fragment 2 as a discrete unit, 
whose internal structure is a marvel of precise word placement and 
balance. The final three couplets of the fragment quoted by Stobaeus 
(lines 11-16) do not, however, cohere well stylistically or rhetorically 
with the first five couplets: they are all end-stopped and their hex- 
ameters all have a strong penthemimeral caesura with a subsequent 
sense break at the bucolic diaresis, features that appear regularly (as 
we shall see) in elegiac catalogues.!? Nor does this catalogue make 
complete sense rhetorically as the end of a poem begun at line 1, 
although it is perhaps a fitting start to another stanza designed to 
explain (yp) the first. But given the evidence mentioned earlier that 
Stobaeus or his copyists were capable of mistakenly combining two 
separate poems or excerpts into a single citation,!? we need to be 
suspicious of the integrity of fragments like this one that survive only 
in his Florilegium. In any event, it is clear that Mimnermus or 
perhaps another poet constructs the last three couplets in a cata- 
logue-style that differs greatly from the first ten lines, where he 
composes fluently with an elaborate triple ring of line-end repeti- 
tions and is in no way hemmed in by the stichic boundaries of the 
individual couplets.?° 


17 See Gerber (1970) 108 and Donnet (1995) 265. Other scholars have commented 
on part of this pattern: Schmiel (1974, 248) notes the repetition of sf» and op, 
Griffith (1976, 78—79) of &py, and Slings (2000, 18) remarks that the repetition of 
HéAvos in lines 2 and 8 is a form of ring-composition. 

18 Allen (1993) 144. The penthemimeral caesura creates an initial hemiepes in each 
couplet, which adds to the sense of regularity, since the pentameter is itself formed by two 
hemiepein succession. As I discuss at the end of this chapter, lines 11-16 take the form ofa 
truncated elegiac catalogue. They also begin with yap, suggesting that they may have been 
designed to explain or illustrate the contents of the preceding stanza (lines 1-10). 

19 Sider (2001b) 272-80. 

20 See Griffith (1976) 78—79, for the special artistry of the first ten lines. 
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2.2. RING-COMPOSITION AND PRAYERS 


The early elegists, as we saw above in the case of Mimnermus and as 
we shall see throughout this volume, were enormously fond of ring- 
composition. We find a simple, but well crafted example in Theog- 
nidea 1341—50 (= Evenus 8c):21 


ae NEUSS UE A " / 
aai, maros ép@ ámaAóxpoos, ds pe díAovow 
s Dy ps » 0 $us 
mao war exdhaiver koük éÜéAovros où. 
vAjcojo4 où kpoiyas dexovor(a) modà Bíaua 
see see oR e Or \ ave, 
où yàp Ur aikeAiw Tradl dapets efavnv. 
mavdopirciv b€ Tu repmrvóv, nel more Kat Tavuprdous 1345 
ypato kai Kpovidys abavatwv Bactrevs, 
ey > - , y 
apragéas & és Oàvurov avýyaye kai pav €OnKev 
daipova, marðeins av00s exov7’ éparóv. 
, a7 ; 4 "M 
otTw py Üaópate, Lwwvidn, oDveka Kaya 


é£edávqv Kadob mai00s &pori dapeis. 1350 


Alas, I am in love with a soft-skinned boy who shows me off to all my friends 
in spite of my unwillingness. I'll put up with the exposure—there are many 
things that one is forced to do against one's will—for it's by no unworthy 
boy that I was shown to be captivated. And there is some pleasure in loving a 
boy, since once in fact even the son of Cronus, king of the immortals, fell in 
love with Ganymede, seized him, carried him offto Olympus, and made him 
divine, keeping the lovely bloom of boyhood. So, don't be astonished, 
Simonides, that I too have been revealed as captivated by love for a hand- 
some boy. 


The poet argues that he is not ashamed to reveal his infatuation with 
a young boy (A), Zeus, after all, fell in love with Ganymede (B), 
therefore do not be amazed at the poet's infatuation (A). The mytho- 
logical exemplum in the middle section is a rhetorical device typical 
of thematic ring-composition and it is effectively and humorously 
deployed here.?? The poet enhances this thematic ring with a strong 
verbal one, when he repeats the same pair of aorist passive verb and 


21 This poem has also been assigned to Evenus because it is addressed to Simoni- 
des, a person who is addressed by Evenus in other poems. Harrison (1902), West 
(1992) and Gerber (1999) all treat it as a single poem, although some earlier editors 
treated 1345—50 as a separate poem; see West (1974) ad loc. for discussion. 

22 Fowler (1987) 74. 
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participle near the end of the first section A (1344: où .. . úr aikeMo 
marði Sapets efavyv) and at the very end of the poem (1350: é£eóávgv 
Kadob Ta4800s épwri Sapeis). The summary use of the adverb od7w at 
the beginning of the last couplet, moreover, reminds us of the 
emphatic placement of oŭrws at the beginning of the final pentam- 
eter of Mimnermus 1, and is a sure sign of closure in both stanzas. 
The poet, however, overlays these complimentary patterns of the- 
matic and verbal ring-composition with a rhetorical structure similar 
to that used in Archilochus 13: four couplets of description followed 
by one of advice. 

A five-couplet stanza near the middle of the ‘Cyrnus Book’ ( Theog- 
nidea 183-92) shows a similar degree of ring-composition:3 


—V—— , , Y 
Kptovs pev Kal óvovs ÔıGhueba, Kúpve, kai immous 
Paar , ; 2 f 
ebyevéas, kaí ris BovAeTar é£ dyabav 
185 Bnoecbar y jua ðè KaknV kako où peAcdaiver 
éc0A0s avip, Hv ot xprjua a. modd 6160, 
000€ yuv) KaKod avdpos avaiverar etvau dkovris 
mÀAovotov, GAN adveov BovAetar avr ayabod. 
xpj.ara. pev rui ov Kal êk KaKxod chòs Eynue 
190 kai kakós €€ ayabot: mAo0ros &uei£e yévos. 
otTw uù) Üaópate yévos, IoAvmaión, dorav 


pavpobtoÜav ov yàp uioyerai éo0Àà. kakots. 


We seek out rams and asses and horses that are purebred, Cyrnus, and 
everyone wishes that they mount (females) of good stocl; but a noble 
man does not mind marrying the base daughter of a base father if the latter 
gives him a lot of money, and a woman does not refuse to be the wife of a 
base man who is rich, but she wants a wealthy man instead of one who is 
noble. It is money people honour; one who is noble marries the daughter of 
one who is base and one who is base marries the daughter of one who is 
noble. Wealth has mixed up blood. And so, Polypaides, do not be surprised 
that the townsmen's stock is becoming enfeebled, since what is noble is 
mixing with what is base. 


Although, as in the preceding example, the manuscripts themselves 
offer us no firm evidence about the beginning and end of this 
fragment of the Theognidea, most scholars agree that the first line 


23 Stobaeus preserves some of these lines at 4.22.99, 4.29.53 (citing ‘Xenophon’ as 
his source) and 4.30.11a. 
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of this fragment is the beginning of a poem, because the vocative 
Kópve appears there and because the Athenian historian Xenophon 
or another late-classical writer of the same name apparently knew of 
a collection of Theognidean poems that began with line 183.74 
Commentators, moreover, generally believe that line 192 is the end 
of this fragment, because these five couplets are such a well-crafted 
unity, both rhetorically and poetically.?5 

In part this impression arises from the complicated and somewhat 
mind-numbing ring-composition that it displays. The statement in 
the second couplet, for instance, yuat O8 kakv xakoó où 
peredaiver | éc0A0s. àvijp, fv of xpńpara oM. 5.58, is reflected in 
nearly reversed order in the fourth: ypyuata pév tywdow Kal 
êk kakoû éc0A0s éynue.2© As we shall see often in this study, verbal 
echoes and parallel structures between the second and fourth couplets 
of a stanza are common features of elegiac ring-composition. The 
poet also emphasizes the internal structure and unity of the stanza by 
creating a chiastic pattern in the progression of the main verbs— 
Boúderaı (184), où pedcdaiver, (185), odde.. .dvaiverar, (187) and 
BoóAera. (188)—and by the reiteration of the word yévos near the 
end of the poem (190 and 191), which recalls the adjective eóyevéas 
placed at the beginning of the first pentameter.? But, although this 
poem contains an overabundance of verbal ring-composition, themat- 
ically it does not take the A-B-A form, like the Ganymede poem. Here 
the three central couplets treat the same theme relentlessly and we see 
how a Theognidean stanza can be used to collect and organize a series 


24 See e.g. Harrison (1902) 73-87, West (1974) 42 and 56-57, and Bowie (1997) 
63. Gerber (1999, 175 n. 2) more cautiously suggests that the crucial word dpy7 in 
Xenophon’s introduction means ‘primary element’ rather than ‘beginning’. 

25 Garyza (1958, 166-67), van Groningen (1966, 72-75), Campbell (1967, 358), 
Gerber (1970, 284-85), and Fowler (1987, 74) all treat these verses as a single poem. 
Campbell (1983, 111) calls it a ‘well constructed poem’. West (1992, ad loc.) agrees, 
but suggests a lacuna after line 188, because he finds the pev at the beginning of the 
fourth couplet inexplicable unless we posit a lacuna. Adkins (1985, 140) suggests, 
however, that the yap in the version of ‘Xenophon’ quoted by Stobaeus removes the 
problem entirely and should be adopted. He adds: ‘Not only does Stobaeus’ text make 
sense, but it is difficult to imagine what could have appeared in the intervening lines 
that would not weaken the tirade. 

26 Nagy (1985, 55) and Kurke (1989, 543-44) both note the repetition of ypyuata 
and other words for wealth in this poem. 

27 Adkins (1985) 140 and Nagy (1985) 55. 
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of wisdom-sayings and round them off into a fairly polished stanza. 
These verses do, however, have the same formal structure as the Gany- 
mede poem: four couplets of meditation followed by a final couplet 
that begins with the same kind summary injunction (192: od7w uù 
Oaúuaće) followed by a vocative.?8 

I have up to this point identified two different ways of organizing 
content or theme within the five-couplet stanza. In the first (the A-B 
form), poets dramatically in the midst of the fifth line divide the 
stanza into two slightly unequal portions, in order to interrupt and 
then correct a meditation, with the result that the poet radically 
changes his mind or mood at the end: in this way Archilochus 
reverses the thought that it is permissible to mourn and Mimnermus 
revises his initially idyllic descriptions of youth and love, by suddenly 
imagining the onset of old age. The second type of internal stanzaic 
architecture (the A-B—A form) is a more continuous meditation or 
argument, in which the B section illustrates the assertions of A by 
providing examples, before the poet returns to and reiterates his 
initial thought (A). Such different thematic forms can, however, 
share other poetic and rhetorical structures. Archilochus 13 and 
Theognidea 183—92, for example, differ in their thematic organiza- 
tion, but they share the same rhetorical form: four couplets of 
meditation that begin with a vocative (‘O Pericles!’ or ‘O Kyrnus!) 
and close with an exhortation in the final pentameter (‘Be brave!’ or 
‘Don’t be amazed! ). Likewise Mimnermus 1 and Theognidea 1341— 
50, although they, too, have different kinds of thematic organization 
(the first A-B, the second A-B-A), both indicate closure by the 
summary use of the adverb ovrws (‘in this way’) and by deploying 
verbal ring-composition. 

The early elegists are also fond of using verbal ring-composition to 
frame five-couplet prayers to the gods. A well-known prayer to Zeus 
at Theognidea 341—50 is a good starting point, since it also displays 


28 Theognidea 429-38 are also treated by editors as an individual poem, because 
they contain a rhetorically complete argument; see ad loc., the comments of Harrison 
(1902), Garyza (1958), van Groningen (1966), and Gerber (1999). As in the Gany- 
mede poem, they also display a clear and (in this case) even more overwrought ring- 
composition, which Fowler (1987, 74) summarizes as follows: 429-31 (theme: ‘it 
easier to beget a man than educate him’), 432-34 (exemplum) and 435-38 (theme 
again). 
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the same internal twist that we observed earlier in the fragments of 
Mimnermus and Archilochus: 


nAGaZ OZ Du ny , $2) 
ddd, Zeb, réAeoóv uou 'OXójmie, Kaipiov eOysjv- 
"V a ^ , Ao WP 
80s Ôé uor ávri kakóv Kai rv mraÜetv áyaDóv. 
Li less Sour NET , 
TeOvainv 9, ei uý TL KaK@V GuTavpa uepiuvéwv 
a, DEEP 
edpoiuny. doinv & dvr àviàv avias: 
rJ M e > 7 $ > > fa € ^ 
aloa yàp oUTcs oTi. río: È o) $aíverai Hiv 345 
M IE AES ; 
avdpayv, ot Taua xpýuar éxovar Bin 
, Xov Lo Os ; 
ovAjoavtes: éyo è kúwv érnépuoa yapáðpnv 
; "A ; 
XEUÁPPW TOTAU Távr. ümoceuoápuevos- 
OM ee A muc fue 303: YA ddr 
Tov ei uéAav aia mieîv: eri T éo0Aós Opowro 


, 1 224 ^ / , 
Saiuwy, ôs kar uov votv reAéoeie ráóe. 350 


Come, Olympian Zeus, fulfill my timely prayer; grant that I experience 
something good to be set against my ills, or may I die if I do not find 
some relief from the anxieties that plague me. May I give pain in return for 
pain; for that is my due. But there is no retribution in sight for me against 
the men who have my possessions, which they robbed from me by force. I am 
like the dog that crossed the mountain stream in winter’s flood and shook 
everything off. May I drink their dark blood! And may an avenging?’ spirit 
rise up so as to bring this to pass in accordance with my intent. 


This is a complete prayer and all editors agree that it must end at line 
350, in part because the very next line in the manuscripts (351) 
addresses Penia (‘Poverty’) and thus seem to introduce a new 
poem.>° The dùd at the beginning of the first couplet, moreover, is 
a common enough way to begin a prayer?! The two halves of this 
fragment are knit together by the same kind of verbal ring-compos- 
ition we have seen before: the wish kar éwov voóv reAéoci in the last 
line clearly recalls the imperative réAeoóv pox in the first, and the 
invocation of Olympian Zeus at the beginning of the first line is 
countered by the anonymous daiuwy at the start of the last, very 
much as Aphrodite, mentioned prominently at the end of the first 


29 Gerber (1999, 225 n. 2) is rightly uncomfortable with this odd translation of the 
adjective éc0A0s, and he offers an alternative translation: ‘may my guardian spirit 
watch over me? 

30 See ad loc., the texts and comments of Garyza (1958), van Groningen (1966), 
Campbell (1967), West (1992) and Gerber (1999). Fránkel (1975, 416) and Campbell 
(1983, 109) discuss these lines as a single unit. 

51 See Hudson-Williams (1910) ad loc. for discussion and parallels. 
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line of Mimnermus 1, is recalled by the nameless 0eós who replaces 
her at the end of the last (10). 

The similarities do not, however, stop there. This poem contains a 
conditional wish to die near the start of the fragment (343; cf. 
Mimnermus 1.2) and also changes its tone dramatically in the middle 
of the fifth line (345): the poet starts with a deferential request to 
Zeus to stop his suffering and to punish his enemies, but then he 
interrupts himself and complains bitterly that in fact no revenge 
(riots) is forthcoming and he wishes that a ‘noble spirit’ (éo6Ads 
daiuwv) might arise and fulfil his wish to drink the blood of his 
enemies. As in the other stanzas with a sharp internal twist, form 
follows content: the Theognidean poet begins with two rather or- 
derly, end-stopped couplets, but then, after his emotional complaint 
in the middle of the fifth line, he produces two powerfully erratic 
verses, first by overrunning the couplet into the beginning of line 347 
(ovAjcavres) and then by dividing the final hexameter with a strong 
pause after the first syllable of the fourth foot (349) in order to 
highlight the ghastly reference to the drinking of blood (afua meiv). 

There is another well-known five-couplet prayer in the Theogni- 
dean corpus, which seems to have been composed during the Persian 
Wars (773-88): 


DoiBe dva£, aùròs uev émópywoas mów àkpnv, 
Adkabow IIéAomos moii yapilopevos: 
775 avtos ôe orparóv ófpiorv Mýðwv ámépuke 
A , " IM ; 
Thode módevs, iva cot Àaot év edppootvy 
Ñpos êmepyouévov kAevrás méumoo ExaTouPas 
Tepróuevoi kiÜápy Kat èpar Badin 
mardvwv re xopots taxfjot Te oóv mepi Bayov: 
780 Ñ yàp éywye 8é8ouc adpadinv écopáv 
kai orácw ‘E\Ajvwv AaodO6pov. ada có, Dotfe, 
P C ; 7 ; 
iAaos huerépnv THVdE dvAacoe THAW. 
HAGov uev yàp eywye kai eis LixeAnv more yatav, 
Abov © Efoíqs aumeddev meótov 
785 Zmáprqv © Eùpwra dovaxotpodovu ayAacv &orv: 
$53 3 f j , I 
kai w éedpirevv mpojpóv«s mávres émepxópevov: 
àJXY obtis uor répus emt pévas HAbev éetvo. 
P SM T » > 
oùtws oùðev ap v G(Xrepov Ào mrárpns. 
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Lord Phoebus, since it was you who built the towering citadel, as a favour to 
Pelops' son Alcathous, so now keep the Median army's aggression away from 
this city, so that at the coming of spring the people may send you glorious 
hecatombs amid festivity, delighting in the lyre and in lovely feasting and in 
the dances of paeans and in cries round your altar. For indeed I am afraid 
when I look upon the mindless, people-destroying strife of the Greeks. 
Come, Phoebus, graciously protect this city of ours. 

For I went once to the land of Sicily and I went to the vine-rich plain of 
Euboea and to Sparta, the splendid city of the reed-nourishing Eurotas, and 
they all treated me with kindly friendship on my arrival. But no delight came 
to my heart from them, so true it is after all that nothing else is dearer than 
one's homeland. 


Although West and Gerber hesitantly treat all eight couplets as a 
single continuous poem, most commentators and editors treat the 
first five couplets of this fragment as a separate and complete poem 
or compositional unit.32 Indeed, at line 783 the poet switches some- 
what abruptly from a formal prayer to an autobiographical narrative 
of his travels to other parts of the ancient world.33 But as in the case 
of the last three couplets of Mimnermus 2, we need not deny that 
these lines could have been designed to follow this five couplet 
prayer—indeed one could argue that the poet is explaining (783: 
yàp) why he is praying so fervently to Apollo to protect his home 
town.?4 

The stanzaic boundaries of the initial prayer are heavily marked by 
the same vocative at the beginning of the first hexameter (773: dote) 
and at the very end of the last one (781: àAAà oú, PoiBe), and by the 
echo of the two similar requests: orparóv ... &mépuke | rjo0e vróAevs 
(775-6) and rývôe dvAacce vóAw (782).35 The verses are framed even 
further by the concern for the god's friendly disposition towards the 
Megarians (774: xapi£ósevos and 782: (Aaos), and by the similarly 
formulated descriptions of the external and internal threats facing 


32 See Carrière (1948) 193-94 for a summary of the majority opinion. 

35 The last three couplets also differ stylistically from those that precede; Carriére 
(1948, 270—71) notes that in all of the pentameters of the prayer to Apollo, the initial 
hemiepe are dactylic, whereas there is only one in the final three pentameters. 

34 [n fact, the pattern here—a stanza of exhortation followed by verses of medi- 
tation introduced by yáp—is common in early elegy (see Section 3.1 below). 

35 The final exhortation begins with àAAÁ at the bucolic caesura of the fifth 
couplet—just as it does in Archilochus 13. 
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the city: orparóv ófpiorv Mydav (775) and orácw EMývæv 
Aaod0ópov (781).56 The middle portion, on the other hand, describes 
the potential gifts that await the god if he responds positively: four 
lines ending with significant nouns that alternate between images of 
festivity and sacrifice: eóópooówvy (776); ExatouBas (777); Badín (778); 
and Bwydv (779). This prayer provides, in short, a good example of 
how verbal ring-composition can enhance the A-B-A structure of a 
stanza, for we have a request (A), the justification for it (B) and then 
the renewed request (A). 

Sometimes elegists place divine names at the beginning and the 
end of five-couplet units that are not prayers, but the effect is similar. 
Tyrtaeus 4, for example, recounts how a Spartan delegation famously 
brought back from Delphi oracular instructions regarding the future 
form of their government:?? 


DoiBou ükobcavres ITvOwvdbev oikað &veucav 
pavreías re Ücoó Kal reAéevr. émea- 
&pxew pev BovAs 0corujrovs BactAjas, 
pa £? 4 Lj / / 
otov uéAeu Zi ráprqs iuepóecoa OAs, 
5 mpeoBuyevéas Te yépovras: érevra dé Óquóras àvópas 
ed0elas pritpais àvramraqueuBopévovs 
ae Auch i EE: ; , 
pvbeiobal re rà. kaÀà kai épôew mávra. ðikara, 
pndé rı Bovdeveiw re móde (okoAMóv): 
Ojpov re TANOE vicryv kai kápros émecbat. 


10 DoiBos yap wept THV OO avédnve móde. 


After listening to Phoebus they brought home from Pytho the god’s oracles 
and sure predictions. The divinely honoured kings, in whose care is Sparta’s 
lovely city, and the aged elders are to initiate counsel; and then the men of 
the people, responding with straight utterances, are to speak fair words, act 
justly in everything, and not give the city <crooked> counsel. Victory and 
power are to accompany the mass of the people. For so was Phoebus’ 
revelation about this to the city. 


As in the two prayers discussed above, Tyrtaeus marks this five-couplet 
fragment as a unified and complete unit by beginning and ending 
it with the divine name as the source of the oracular command 


36 I owe these last two examples to Mark Usher. 

37 This text combines overlapping verses quoted by Plutarch (Lycurgus 6) and 
Diodorus Siculus (7.12.5-6). For a thorough discussion of the historical background, 
see Andrewes (1938). 
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(1: BofBov and 10: $offos).53 The last line, moreover, rhetorically 
brings the piece to closure by combining yáp and the adverb ó6(«): 
‘For Phoebus thus revealed . . .' Because we can syntactically make sense 
of the four final hexameters (lines 3, 5, 7, and 9, which purport to be 
the text of Apollo’s command) without the three pentameters that 
separate them, scholars have suggested plausibly that Tyrtaeus con- 
structs these elegiac verses around an original four-line hexametrical 
response of the oracle.?? If this is true, then it is significant that in the 
process of transforming oracular hexameters into elegiac couplets, the 
poet has framed them within a single elegiac stanza. 


2.3. CATALOGUES AND PRIAMELS?° 


Scholars often note the important role that catalogues and priamels 
play in the longer fragments of early Greek elegy. Indeed, composi- 
tions like Solon’s poem on the ‘Ages of Man’ (Fragment 27), the 
priamel at the beginning of Tyrtaeus 12, or the long catalogue in 
the midsection of Solon 13 are often singled out as exemplary of the 
type.4! No one to my knowledge has noticed, however, that early 
elegiac poets tend to fashion such catalogues as single stanzas of five 
couplets or as coordinated groups of stanzas. To establish the basic 
form of the elegiac catalogue, I begin with a rather simple and 
poetically uninspiring example found on a Megarian inscription of 
late-Roman date, which preserves a poem that was apparently com- 
posed around the time of the Persian Wars:€? 


38 Jaeger (1966, 126), Adkins (1985, 69), and Fowler (1987, 81) rightly cite this 
repetition as a classic example of ring-composition. Diodorus Siculus 7.12.6 pre- 
serves an entirely different version of the first couplet, which nonetheless preserves 
the bracketing feature of the repeated divine name: ($)8e yap &pyvpóro£os áva£ 
ékáepyos ZmóAAov | xXpuocoKouns éxpy Tíovos èé advtou: 

39 See e.g. West (1974) 184-85, Campbell (1983) 88, and Adkins (1985) 74. 

40 Most of this section appeared earlier as Faraone (2005a). 

^! See e.g. Race (1982) 57—62 and 64-71, who discusses Tyrtaeus 12.1—10, Xenophanes 
2, Solon 13.43—64 and Theognidea 699—718. 

42 Page (1981) 213-15 Simonides no. 16 and Campbell (1991) Simonides no. xv1. 
Igive the text and translation of the latter. The poem is preserved on an inscription of 
late-antique date that purports to be a new copy of an epigram of Simonides, the 
original of which had become ‘destroyed with time’. Page states ad loc. that, although 


32 Internal Structure 


'EM Mà kai Meyapetow &Aeólepov duap àé£ew 
» ; A "m 
iéuevoi Üavárov uotpav éGe£ápe0a, 
Toi uev úr HbBoia kaí TaXian, év0a. kaActrat 
ERE, ; , 
ayvas Aprépidos ro£oódópov répevos, 
5 Toi 9. év ópe. Mukádas, tol & &umpooÜev Sadapivos 
Tol Òe kai év Tediwt BowwTian, otrwes évrAav 
xelpas èr avOpwrous immouáxovs tévat. 
dotot & dpqu 760€ (Évvóv) yépas éuparcu apudis 
10 Nicaiwy émopov Aaodéxat’v ayopau. 


While striving to foster the day of freedom for Greece and the Megarians, we 
received the portion of death, some under Euboea and Pelion, where stands 
the sanctuary of the holy archer Artemis, others at the mountains of Mycale, 
others before Salamis... others again in the Boeotian plain, those who had 
courage to lay hands on the cavalry warriors. The citizens granted us this 
privilege in common about the navel of the Nisaeans in their agora where 
the people throng. 


This epitaph purports to be the words of the dead men who are 
honoured by the inscription. They frame their boast by references to 
themselves as a collective—note the inclusive first-person plural 
verb ‘we received’ (é8eéáue0a) in the initial couplet and the dative 
pronoun ‘to us’ (dp) in the last. In the body of the poem, however, 
the poet divides this large mass of troops into at least four discrete 
units of soldiers, who died fighting the Persians in different battles. 
The three central couplets each begin with a repeated pronoun 
(roi uév ... roi 8... roi dé), have a strong break at the end of 
the couplet, and consistently display a penthemimeral caesura—all 
hallmarks, as we shall see, of elegiac catalogues. This kind of caesura, 
in particular, creates a regular rhythm in the couplet, which begins 
with a single hemiepes and ends with two.^? The poet brings additional 
closure to the poem by referring to the Megarian people in the first 


Simonidean authorship is most probably fictitious, 'there is nothing in the vocabu- 
lary, phrasing or metre incompatible with the early fifth-century’. 


^5 Barnes (1995, 150) notes, in fact, that archaic elegists tend to avoid this caesura 
at a rate three times more than hexameter poets, because they wish to avoid having 
the regular and presumably monotonous pace of three hemiepe in the same couplet. 
I suggest that in the construction of elegiac catalogues poets use this caesura precisely 
to give an added sense of order to them. 
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and last lines (Meyapeóow and Nicaiwy), as if to reiterate the political 
unity of these warriors who died in different places and presumably at 
different times. 

The first five couplets of Tyrtaeus 12 are likewise designed as a 
complete elegiac catalogue: 


EM , P TEA pce , 
ot? àv uvqoaiunv ov7 èv Adyw avdpa Tieiunv 
obre T00Qv áperíjs oUre TAAALUOCÚVNS, 
oto ei KukAcrmrov pev ¿yoi uéyeOós re Binv ve, 
vikan 66 0écv Opqtkvov Bopémv, 
ovo ei TiUcvoto huv xapiéorepos ein, 5 
tAovtoin dé Mibew kai Kwúpew pariov, 
ovo ei Tavradidew IIéAomos BaotAevtepos ein, 
x » 484 , y 
yAàccav È Aóprjorov petiydsynpuv éxoi, 
oto ei macav éxoi dd€av TARY Üobpióos dks 


o) yàp avip ayabos yiverau èv ToAdum... 10 


I would not mention or take account of a man for his prowess in running or 
in wrestling, not even if he had the size and strength of the Cyclopes and 
outstripped Thracian Boreas in the race, nor if he were more handsome than 
Tithonus in form and richer than Midas and Cinyras, nor if he were more 
kingly then Pelops, son of Tantalus, and had a tongue that spoke as win- 
ningly as Adrastus, nor if he had a reputation for everything save furious 
valour. For no man is good in war... 45 


As in the Megarian inscription, the poet stresses the regular order and 
uniformity of the catalogue by placing strong pauses at the end of each 
couplet, by breaking all but one of the hexameters at the penthemim- 
eral caesura, and by beginning each of the three middle couplets with 
the same repeating phrase ‘not even if’ (028" ei). These middle couplets 
all have the same thematic structure as well, with each hexameter and 
pentameter providing at least one point of comparison (for example, 


44 Weil (1862, 9-10) was the first to note that lines 1-10 form a single unit, although 
other scholars have intuited it after him. Jaeger (1966, 119), for example, observes that lines 
1-10 are ‘a series of anaphoras whose irresistible crescendo does not come until line 10’—he 
is followed here by Tarditi (1982, 62)—and Fowler (1987, 82) refers to ‘the strict symmetry 
of the first ten lines? Adkins (1985, 74) refers to these lines as a complete priamel. 

45 The syntax of the final line extends into the beginning of the following stanza. See 
Faraone (2006) 36-38 and below at the end of Ch. 5 for detailed discussion of how this 
overrun of the stanzaic boundary is an artefact ofa later re-performance of the fragment. 
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speed, beauty, or wealth) and at least one mythological exemplum of it 
(for example, Boreas, Tithonos, or Midas). 

Although the final couplet begins with the same phrase (‘not 
even if’), it breaks the pattern, because it introduces a summary 
statement that returns us to the generic man mentioned at the start 
of the stanza (1: dvdpa and 10: àvijp), whose possible talents or skills 
are hypothetically described in the intervening verses. The three 
central couplets, moreover, each provide specific examples of these 
skills, much the same way that the three middle couplets of the 
Megarian epigram, break down the collective ‘we’ in the first verse 
into smaller discrete groups of warriors, who are identified more 
precisely by the site of their heroic deaths. In both cases, I should 
add, more than three examples are actually described within the 
three central couplets, but the repeating phrase or pronoun at the 
start of each couplet provides a regular rhythm or pattern to the 
series. 

The final couplet of Tyrtaeus' catalogue differs from the Megarian 
epigram in one important way: it sums up the list in order to reject 
every item on it, by saying ‘not even if he had a reputation for 
everything except furious valor-^$ This popular variation of the 
catalogue is called a priamel, a poetic device consisting of a series 
of three or more paratactic statements of similar form, which serve to 
emphasize the last, usually by denigrating the rest.*? The final line of 
this catalogue from Tyrtaeus 12 does not, however, provide the 
closure and rhetorical punch that one might expect from a priamel, 
because it is not a complete poem in and of itself, but rather a 
rhetorical device that Tyrtaeus uses to launch himself into a descrip- 
tion in the next stanza of the noble warrior who is, in fact, excellent in 
the art of war. The priamel is, however, so artfully constructed, that 
were it stripped of its final couplet, we would not know that it was 
part of a martial elegy. Indeed, another poet in a different context 
might just as easily have ended it with a reference to love-making or 
wine-drinking as the prized activity, instead of warfare. We shall see, 


46 Race (1982, 57—59) gives an excellent discussion of lines 1-9, which he calls ‘one 
of the best known priamels’ 
47 Race (1982) 9. 
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in fact, that the stanzaic priamel was a popular set-piece in elegiac 
composition.48 

Solon seems to have been especially adept at expanding and ma- 
nipulating the basic elegiac catalogue. In the second half of his Frag- 
ment 13, the famous ‘Hymn to the Muses’, for example, he uses the 
traditional frame of a five-couplet catalogue to compose a continuous 
thirty-line sequence (13: 33-62), which easily divides up into three 
separate stanzas.*? The first stanza gives examples of faulty human self- 
perceptions and the false expectations that attend them (13.33—42):5° 


T , Roh , 
Ovyroi & 6e voéouev duds åyalós re kakós re, 
: "EV z y 
Té» 8qvqv] aùròs 8ó£av &kaocros £xeu 
[A ^ Á > D > if. » \ z 
mpi Tı mraÜetv: róre © adris 6dUpeTat dypt è rovrov 35 
; , 7 , 
xáokovres kovas Tiot TepTOpcba. 
» -— e» , s 
XwWOTLS êv vobcousw UT üpyaAéno: mecohi, 
ws vyins éorau TOÛTO kareópácaro: 
GAXos detAds ew ayabds doke? Eupeva àvijp, 
n M , y 
kai kaAós popdnyv ov xapíeooav xcv: 40 
T $35 y "AP y E 
ei O€ Tis àxphuwv, Trevins dé uw épya Barat, 
kr')0eaÜat mávrws ypuaTa TOAAG SoKel. 


And thus we mortals, whatever our estate, think that the expectation which each 
one has is progressing well(?), until he suffers some mishap, and then afterwards 
he wails. But until then we take eager delight in empty hopes. Whoever is 
oppressed by grievous sickness thinks that he will be healthy; another man of 
low estate considers that it’s high and that he’s handsome though his form is 
without beauty. Ifsomeone is lacking means and is constrained by the effects of 
poverty, he thinks that he will assuredly acquire much money. 


Here, as in the Megarian epigram, Solon uses inclusive first-person 
verbs in the first two couplets to describe the larger group of humanity 
(‘we mortals think...’ and ‘we take eager delight...’), followed by 


48 See my discussions of the adapted priamel at Solon 13.43—52 (next in this 
section), at Theognidea 699—718 (Ch. 5) and Xenophanes 2.1-12 (Section 6.1) 

49 Scholars have long debated whether Fragment 13 is a single and unified poem 
and (ifitis) how we are to identify its rhetorical or logical units. They generally see line 
33 as the beginning of a new section that introduces the second half of the poem; see 
Gerber (1970, 124) and Anhalt (1993, 33-34) for a summary of earlier discussions. 

50 The verbal range and play of the Greek word d0€a is difficult to capture in 
translation. Campbell (1967, 234) concisely summarizes this double meaning as 
follows: ‘Mortals, both good and evil, are (unlike Zeus, whose view is comprehensive) 
deluded by false beliefs and false hopes" 
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three examples, each of which takes up a full couplet beginning with a 
pronoun that is linked syntactically as part of a regular series: xóoris 
ev (37), dAdos (39) and ei dé ris (41).5! The poet, moreover, enhances 
the unity ofthis section ofthe poem by replicating a key term and idea: 
he places the word 66€a in the first couplet to signal the beginning of 
this catalogue of (mis)perceptions, an idea that he reiterates in the last 
two couplets by using the cognate verb doxei to illustrate two specific 
cases, first in line 39 and then again in line 42, where it stands as the 
very last word of this five-couplet stanza. 

If these five couplets had survived by themselves as a fragment of 
Solon’s poetry, we would hardly think that they, like the Megarian 
epigram, constitute a complete catalogue, because we do not find here 
any sense of closure: the introductory couplet has been doubled in size 
and the summary statement is entirely missing. But like the Tyrtaean 
priamel, whose rhetorical ending was blunted to help ease the transi- 
tion to the next stanza of the poem, the lack of closure here is quite 
purposeful, because this initial catalogue is followed, somewhat ab- 
ruptly, by another, in which Solon shifts his attention away from the 
expectations of mortal men to their various vocations. This section of 
the fragment is ten couplets in length and can be separated on thematic 
and rhetorical grounds into two five-couplet stanzas (13.43—62):5? 


omevder Ò dÀAAo0ev GAXos: 6 £v KaTa móvrov dôta 
, NM » , " 
ev vyvoiv xpijGov otkaóe kép8os ayew 
45 ixÜvóevr. àvéuowct popedpevos ápyaAMéovow, 
\ HEROUM 
$eoM puyjs obdewiav Ü£puevos- 


aAXos yv TéÉuvwv moAÀvGévópeov eis évuavróv 


51 Gerber (1999, ad loc.) and other editors suggest that lines 39-40 refer to two 
different cases (hence the comma at the end of 39): the low-born man, who thinks he 
is noble, and the ugly one, who believes he is handsome. If this is so, it violates the 
one-person-per-couplet rule that we see in most of the other elegiac catalogues. But 
Mülke (2002, 292) is surely right to think that Solon has the stock Greek phrase xaAos 
« dyaÜós in mind here and has produced, albeit in a chiastic manner, its poetic 
opposite: 'And another man of low estate thinks himself noble and handsome, 
though he has a displeasing shape. 

52 Snell (1965, 89-90) seems to be the first to call these verses a ‘catalogue of 
vocations’ (Berufekatalog). Lattimore (1947, 166—67), Allen (1949, 55-56), Campbell 
(1967, 233-34), West (1974, 181), and Mülke (2002, 295—98) all recognize lines 43—62 
as a ten-couplet unit. Buchner (1939, 170-90), and Maddalena (1943, 1—2) likewise 
think that 33—62 are a single unit, but offer no subdivision of the thirty lines. Race 
(1982, 65—67) treats lines 43-64 as a complete eleven-couplet priamel. 
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; R n ; 
Aatpever, rotow kauTúX àporpa uéAev 
aAdos AOnvaíns te kai 'Hoaíorov moÀvréxveo 
épya. daets xeiotv évAMyerat Bíorov, 50 
aAdos "OdAvpriddwv Movoéov rapa dapa bday Geis, 
iweptys codins uérpov emioTdpevos: 
&AAov pavtw €OnKev àvaé ékáepyos AmóMwov, 
y "uh A Io nod 
€yvco Ò üvÓpi kakóv TNÀólev épyópevov, 
e n " $957 " 
Ô ovvopaptyowat eoi: rà 0€ uópouia mávros 55 
obre Tis oicvós pócerat oUO. iepa’ 
dAdo Tarvos roÀv$appákov čpyov éxovres 
A ae AS ARAS N ; 
intpot: kai Tots ovdev éreori TéAos: 
moAAáki Ò é£ 0Myns ddvvns uéya ylyvetat dAyos, 
ae. PE un ; ; 
KovK àv Tis ÀvoouT. Hama Gápuaka dovs: 60 
Tov ÔÈ KAKAÎS vovoorot kvkcpevov ápyaAéaas TE 
€ z ^ > /| LEN ^ 
dijápevos xeipotv atia tino yh. 


Everyone has a different pursuit. One roams over the fish-filled sea in ships, 
longing to bring home profit; tossed by cruel winds, he has no regard for life. 
Another, whose concern is the curved plough, cleaves the thickly wooded 
land and slaves away for a year. Another who has learned the works of 
Athena and Hephaestus, the god of many crafts, gathers in his livelihood 
with his hands; another, taught the gifts that come from the Olympian 
Muses and knowing the rules of the lovely art of poetry, makes his living. 

Another has been made a seer by lord Apollo who works from afar and, if the 
gods are with him, he sees a distant calamity coming upon a man; but 
assuredly neither augury nor sacrifice will ward off what is destined. Others, 
engaged in the work of Paeon, rich in drugs, are physicians; for them too there 
is no guarantee. Often agony results from a slight pain and no one can provide 
relief by giving soothing drugs, whereas another, in the throes ofa terrible and 
grievous disease, he quickly restores to health with the touch of his hands. 


Here, as in the elegiac catalogues discussed earlier, we find a general 
statement (‘Everyone has a different pursuit’) followed by a list of 
examples. The first section describes four different vocations: the mer- 
chant (6 év), the ploughman (&Aos), the craftsman (&AAos), and the 
poet (&AAos). And as in the previous stanza, Solon casts each of the last 
three descriptions as a complete couplet beginning with the same pro- 
noun and displaying the penthemimeral caesura in their hexameters.53 


53 In two of the three, moreover, the caesura falls after the same naturally long 
syllable: GAXos yv réavo (47) and ddos Odupmiddwv (49). We find the same pattern 
in the preceding stanza: dANos eròs œv (39) and ef 8é ris dxpyuwy (41). 
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The language of this first section, however, and the order of the 
human pursuits seem to reflect, albeit weakly, the form of the five- 
couplet priamel discussed earlier: Solon catalogues three kinds of 
work (merchant, ploughman and craftsman), and then ends with 
poetry, which is, of course, his own vocation. Although Solon does 
not emphatically single out poetry as any better than the rest, he 
nonetheless isolates and elevates it subtly, by treating the first voca- 
tion as dangerous (note the 'cruel winds' that beset the merchant) 
and the second two as contemptibly banausic: the ploughman 'slaves 
away at his job while the craftsman gathers his livelihood ‘with his 
hands; thanks to the ‘works’ (50: épya) he has learned from the gods. 
Only the final vocation, that of the poet, is the result of ‘gifts’ (51: the 
d@pa of the Muses) and ‘lovely skill’ (52: iueprĝs codins), the latter a 
designation that recalls programmatic statements in Xenophanes and 
the Theognidea about the special craft of elegiac poetry.54 Both the 
sequence, then, and the difference in tone between the first three 
vocations and the last poetic one suggest that this five-couplet stanza 
may have originally been composed as a priamel that boasted the 
virtues of elegiac poetry over all other pursuits.55 Solon, however, 
seems to have taken this traditional elegiac priamel and adapted it as 
the first section ofa longer catalogue of vocations that prizes but does 
not openly vaunt the work of the poet. 

The second half of this catalogue superficially continues the struc- 
tural design of the first—the pronouns éAAov and ùo: each intro- 
duce a new vocation at the start of a couplet—but its form, content 


54 For coóí as the special skill of the elegiac poet, see e.g. Nagy (1985) 23-36 and 
Ford (1985) 82-83 and 89—93, on the Theognidea and my comments below in Section 
6.1 on Xenophanes 2.12—14. See also Pigre's elegiac adaptation of the first line of the 
Iliad, which describes the Muse as she ‘who holds the limit of all poetic skill (codí)), 
where the word appears at the end of the pentameter and in an internal rhyme, i.e. 
two of the many features that distinguish elegy from epic. See Collins (2004) 136, for 
text and discussion. 

55 Two Latin examples of a five-couplet elegiac recusatio (a form of priamel), 
Propertius 3.9.35—44 and Petronius Satyricon 137.9.1—10, suggest that three foils 
may have been a typical number for a five-couplet elegiac priamel. Propertius, for 
example, lays out three themes that he refuses to treat. Each is treated to a full couplet 
or two that ends with a full stop, and each begins with a repeated first-person verbs: 
non ego...findo...non flebo (the Seven against Thebes)... nec referam (the Trojan 
War). The final couplet states his preference: he will sing like Callimachus. See Race 
(1982) 136-37 and 148. 
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and rhetorical purpose are different. In the preceding stanza each 
worker was the subject of his own sentence, which (with the excep- 
tion of the first vocation) runs the length of a single couplet. In the 
second stanza, however, we find only two vocations and they differ 
from the first four in grammatical case or number: the seer appears in 
the accusative singular (&AAov) and takes up two couplets of descrip- 
tion, and the healers appear in the nominative plural (aAAox) and take 
up three. More important, however, is the change in focus and 
purpose. This stanza underscores the limits to or ambiguity of 
human efforts to protect or cure other mortals: the seer can predict 
the future, but is unable to ward off fate, while the healers have 
helpful drugs, but these cannot guarantee the life ofa patient. Despite 
such variations, however, these two stanzas were clearly composed as 
a coordinated pair, with the second picking up from the first the 
notion that some groups—craftsmen and poets in the first stanza, 
and seers and healers in the second—receive their talents directly 
from their patron deities. 

Solon, therefore, pieces together three somewhat different 
stanzas—each five couplets in length—into a fairly logical se- 
quence:°° 


1. a catalogue of faulty human (self-)perceptions or expectations 
(8ó£a); 

2. a priamel-like inventory of vocations that ends with a subtly 
favorable description of the poet; 

3. an extension of (2) that turns into a meditation on the limitations 
of two additional god-given vocations. 


None of these thematically coherent stanzas can, of course, stand as 
independent poems. Indeed, Solon cleverly deploys them as inter- 
locked units, through which the listener moves quite effortlessly, 
thanks to their shared linguistic structure, especially the repetition 
of the pronoun &AXos at the start of the couplet and the consistent use 
of the penthemimeral caesura. But at the same time he manages to 


56 Lattimore (1947, 165-68) gives a similar analysis, but without noting the 
stanzaic structure. He acknowledges, for example, the new start made with lines 
33-36 and describes 37—42 as an extension of 33-36. He then goes on to treat 43—62 
as a single continuous unit. 
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vary each stanza by changing the focus, the number of individuals or 
vocations described and the type or case of the initial pronoun at the 
beginning of each descriptive couplet.57 

Solon, Tyrtaeus, and the author of the Megarian epitaph all use the 
five-couplet stanza to lend a regular structure to catalogues, and they 
do so in a manner that nearly approaches generic composition: a 
couplet-by-couplet series of exempla, each beginning their hexam- 
eters with the same or very similar pronouns and dividing them at 
the penthemimeral caesura, all devices that are designed to enhance 
the regular cadence of the catalogue. The final couplet is usually 
reserved for a summation that sometimes uses the first-person plural 
to include the poet (‘we mortals’) or the dramatic speaker (e.g. the 
Megarian dead) within the group. Dryden and Pope composed 
similar catalogues in heroic couplets, beginning with a general state- 
ment, followed by the individual items on the list, for which they 
usually devote a single end-stopped and metrically similar couplet.58 
There are also traces of more specialized forms. Tyrtaeus composes a 
priamel at the start of Tyrtaeus 12, in which he contrasts a single 
human possession (‘furious valour’) with a list of other prized, but 
ultimately inferior, attributes of famous mythological heroes. I have 
suggested, moreover, that the five-couplet priamel may have served 
as a kind of elegiac ‘set-piece’, which is easily adaptable (by changing 
the final line) to a wide variety of contexts. Indeed, we detected an 
underlying priamel-structure in the first half of Solon’s catalogue of 
vocations, where he describes three preliminary examples in some- 
what negative terms and then ends with the fourth and final example 
of the poet, who is subtly praised above the others. 

As we shall see in much greater detail below in Sections 3.2 and 
6.1, knowledge of the regular architecture of elegiac catalogues— 
especially the use of end-stopped couplets that begin with reiterated 
pronouns—can help us to intuit places where truncated catalogues 
may have lost entire couplets. Thus we saw at the start of this chapter 


57 Solon unifies this three-stanza sequence (33—62) by mentioning at the very end 
the restoration of health (62: rín »yvj) to a man oppressed by terrible diseases (61: 
vovoo.a ... apyadéais), words which recall the deluded man described in the first 
stanza, who although oppressed ‘by terrible diseases’ (37: vodcovow úr dpyadéyor) 
thinks that he will be healthy (38: œs dyujs orar). 

58 Piper (1969) 19-23. 
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that Mimnermus 2 begins with a particularly well-crafted stanza 
framed by a complicated triple ring of chiastic repetitions to the 
spring season, the sun and youth. It ends somewhat disappointingly 
with three couplets composed in a more staid and repetitive style 
(lines 11—16): 


Todda yàp èv vud kakà yiverar AÀdoTe otkos 
Tpvxobrat, mevins & py dduvnpa méAev 
aAdos Ò a) raidwv émióeóerau dv re náAvora 
ny fa sen N > ye 
iweipwv Kata ys épxeraa eis Atóqv: 
dAdos voücov éxev OupodOdpov: ob6€ tis éorw 15 
avopwrwv @ Zedvs uù) Kaka moààd 6.807. 


For many are the miseries that beset one’s heart. Sometimes a man’s estate 
wastes away and a painful life of poverty is his; another in turn lacks sons 
and longing for them most of all he goes beneath the earth to Hades; another 
has soul-destroying illness. There is no one to whom Zeus does not give a 
multitude of ills. 


We can now appreciate the fact that these lines comprise an 
abbreviated elegiac catalogue that begins with a general statement 
(10: moààa yap èv Pup kara yiveras), proceeds with three examples 
each introduced (as in Solon 13) with similar sounding words— 
&AAore (11); GAAos (13); and dAAos (15)—and then concludes by 
reiterating the theme of ‘many miseries’ (16: kaxa zoAAá). Since 
this catalogue displays most of the features of the elegiac catalogues 
discussed above (for example, ring-composition, as well as end- 
stopped couplets with penthemimeral caesurae and reiterated initial 
pronouns), since in the manuscripts of Stobaeus it follows a per- 
fectly rendered elegiac stanza (Mimnermus 2.1-10), and since we 
have seen that Mimnermus is adept at composing such stanzas (see 
also Appendix I), we should leave open the possibility that two full 
end-stopped stanzas each beginning with dAdos might have 
dropped out of the manuscript before or after the middle couplet 
or may have even have been ignored by the excerpter himself. We 
shall see in the next chapter, moreover, that the particle yap, which 
appears at the start of this putative second stanza (line 1), is used 
repeatedly by early elegiac poets to introduce a new stanza of 
meditation, one which explains ideas or commands expressed in 
the stanza that preceded it. 
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The five-couplet stanza, then, serves as a useful frame for sharply 
defined compositional units, but with the exception of the Megarian 
epitaph, carved all by itself on a block of stone, we have little direct 
evidence that any of the elegiac stanzas discussed in this chapter was 
actually designed as an independent poem. It is true, for example, 
that Archilochus 13 and Mimnermus 1 seem to express full thoughts 
in carefully balanced verses, but are they complete compositions? 
It is, sadly, impossible to know this for certain on available informa- 
tion, although the shift or turnabout in the fifth line of each of these 
stanzas provides an added argument for completeness. Indeed, this 
shift recalls the traditional ‘turn’ in the ninth line of both the 
Petrarchan and the Shakespearian sonnet, which often questions or 
stops a thematic development, unsettles the regular movement of the 
poem, and thereby signals that the end of the poem (the final sestet) 
is near.5? If this analogy is apt, then, we might speculate that five- 
couplet fragments with an internal twist may have a greater claim to 
being independent poems. The question is, in fact, even more com- 
plicated, because there lies a third possibility (which I take up in 
Chapter 4): the idea of Reitzenstein and others that some of the 
extant fragments of early elegy were performed by a series of sym- 
posiasts, each taking up the song from the previous singer, but 
adding his own coherent and complete addition, which from the 
perspective of the individual performer is a single composition, but 
from the perspective of the group represents a discrete part of the 
larger communal composition. 

But for now it suffices to conclude that the early elegiac poet could 
deploy a single elegiac stanza in a variety of ways (e.g. in prayers or 
catalogues) and that the five-folder itself could take on a variety of 
forms. Indeed, among the scant surviving fragments I have identified 
at least four different internal structures. The first, the A-B form, has 
a dramatic shift in the middle that moves the audience suddenly 
from one mood or idea to a very different one. The second form, 
A-B-A, displays the classic device of thematic ring-composition. 
The four-plus-one form begins with four couplets of description or 
meditation and then ends with a fifth of advice. The basic shape of an 
elegiac catalogue and priamel, however, seems stiffer in format, since 


59 Fussell (1965) 119—28 and Herrnstein-Smith (1968) 52—53. 
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it is usually built up on a series of single, end-stopped couplets, 
which each begin with the same or similar pronouns and have a 
regular cadence. I suggested in the previous chapter that the five- 
couplet stanza provided the unit for the melody performed by the 
aulos. The existence of these four types of internal stanzaic structure 
leads me to suggest further that the aulete may have played different, 
but somewhat standardized melodic patterns for each, in order to 
emphasize, for instance, the turnabout in the middle of the fifth 
stanza of the A-B type or the summary flourish of the final line of 
advice in the four-plus-one format. There are undoubtedly other, 
basic forms of the five-folder lurking in the extant corpus of Greek 
elegy, but those discussed here suffice to show that the five-couplet 
stanza provided a traditional, yet flexible frame that could be altered 
internally for different situations, moods or needs. 


3 


Composition 


In the previous chapter, we examined the inner structure of individ- 
ual stanzas, turning our attention only in the last instance, the 
catalogues of Solon 13, to how these stanzas might be arranged 
with others in a longer sequence. In what follows I shift entirely to 
this second, more complex order of analysis and once again I find it 
helpful to invoke the two different derivations of the term ‘stanza’. 
Italian musicians and poets originally imagined stanzas as regular 
‘stopping points’ on a journey, at which the poet could pause and 
then change the content, tone, or mode of his discourse, a model that 
is most apt for the first section of this chapter, where I discuss how 
elegiac poets regularly use the boundaries between stanzas as points 
of transition between advice and meditation, the two basic linguistic 
actions of the elegiac genre.! The second definition of stanza as a 
‘room, which proved useful in the previous chapter, will be invoked 
again in the second half of this chapter. Here, however, I draw upon a 
wider architectural metaphor and imagine the structure of a longer 
poem as a building of sorts assembled from a series of ‘rooms’, that 
are joined together in complimentary and coordinated ways. This use 
of individual stanzas as building blocks allows the poet to present and 
explore more complex ideas in an extended and orderly fashion, such 
as we find, for example, in Tyrtaeus' lengthy discussion of excellence 
(dper1j) in his Fragment 12 or Solon’s ‘Ages of Mar’ elegy (Fragment 
24). In both sections, however, my goal is the same: to lay out a second 
set of criteria, in addition to the internal ones discussed in the 


1 See e.g. Jaeger (1966) 113-14, who describes the ‘imperative’ and ‘indicative’ 
components of elegy, or Gerber (1970) 91, who labels the two foci of elegy as 
‘hortatory’ and ‘philosophical? 
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previous chapter, for isolating individual elegiac stanzas and describ- 
ing how they work in a series within longer elegiac compositions. 


3.1. ALTERNATION? 


In the longer fragments of martial elegy we find a common pattern: 
the regular alternation between stanzas of meditation and exhort- 
ation. This pattern is most obvious in the extant fragments of 
Tyrtaeus, who makes regular use of the elegiac stanza in his fragment 
10, the first thirty lines of which divide up quite easily into three 
alternating stanzas. The first provides a meditation on the choice 
between bravery and cowardice (10.1—10): 


; \ ES ; , 
TeOvapevar yap Kadov évi mpopaxorot meoóvra 
PSS AA MV , ; 
avdp ayabov mepi  matpiðı uapvápevov, 
Xo ry ue , ; Y E 
T1jv Ò avtob mrpoAuróvra móAw Kal m(ovas aypovs 
, ; o> ; 
mTOX€bew mávrov €oT àvimpórarov, 
; N wr, \ - 
mAatLópevov oov wgrpi didn kai maTpi yépovri 5 
/ ] , ote 337 
masi TE 00v pukpots KoUpLoin T àAóxq. 
P ae ee ae , y v 
exÜpós uv yàp roiot peTéooeTaL ovs kev (rau, 
rosy f SN 
xpnopocúvy T eikov Kal orvyepy, Tevin, 
> z / M > I ^ - > 1 
aioyúve Te yévos, KaTa © ayAaov efdos déyyen 


f >> 7 n , z 
máca. Ò atTyin Kal KaKOTNS émerat. 10 


It is a fine thing for a brave man to die when he has fallen among the front 
ranks while fighting for his homeland, and it is the most painful thing of all 
to leave one’s city and rich fields for a beggar’s life, wandering about with his 
dear mother and aged father, with small children and wedded wife. For 
giving way to need and hateful poverty, he will be treated with hostility by 


2 Much of this section appeared previously as Faraone (2005) 317-30. 

3 Noted by Weil (1862, 11) and first explained by Rossi (1953/54, 414-15): ‘i primi 
30 versi si lasciano disporre in tre gruppi di 10 versi ciascuno; il gruppo centrale 
contiene una serie di esortazioni all’azione, i due laterali ciascuno una tesi e un’anti- 
tesi di carattere discorsivo. Until fairly recently editors separated Tyrtaeus 10 after 
line 14 into two poems of roughly equal length, taking as their primary clue the 
vocative à véou in line 15 and the switch from first-person plural hortative subjunct- 
ives to second-person plural imperatives, an approach succinctly defended by Fránkel 
(1975, 154). West (1992), however, prints them as a single fragment and most recent 
commentators agree, e.g. Verdenius (1969, 347) and Gerber (1970, 72-73). 
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whomever he meets, he brings disgrace on his line, belies his splendid form, 
and every indignity and evil attend him. 


Tyrtaeus presents us here with an extended gnomic reflection intro- 
duced by yàp,* in which he describes first the brave warrior who dies 
defending his homeland and then the craven or defeated one, who 
flees and takes his family into exile. Although no obvious signs of 
ring-composition or repetition mark these five couplets internally as 
a complete unit, we are made aware of their autonomy when after a 
pause the poet continues on in a very different manner (10.11—20):5 


TP » ai > , 2s ra 
el Ò oUTws avdpds Tor dAwpevov ove! py 
, ma 907 o HAI? , 
yiverat 007 aidas, OVÒ OTÍOwW yéveos, 
Ovu® ys népi THOSE paywuela Kal mepi Taldwv 
Ovýokwuev poxéwv unKéete Pevddopevor. 
15 Ô véo, àAAà uáxeoÜe map aAAjAotot névovres, 
; NOCERE" ee 
pnde puys aloxpis ápxere unde póßov, 
TTD : vx : \ , 
adda uéyav Troveiobe kai dAKyov èv dpect Üvuóv, 
; SA ; 
pnde pidopvye? 7 avdpdor papvápevov 
^ M Z^ e > / u $9.9 4 
ToUs Ôe maAavorépovs, àv ovKEeTL yoúvar ñap, 


n / ; N , 
20 pn kavraAetmovres debyere, TOUS yepatovs. 


But if there is no regard or respect for a man who wanders thus, nor yet for 
his family after him, let us fight with spirit for this land and let us die for our 
children, no longer sparing our lives. Come, you young men, stand fast at 
one another’s side and fight, and do not start shameful flight or panic, but 
make the spirit in your heart strong and valiant, and do not be in love of life 
when you are fighting men. Do not abandon and run away from elders, 
whose knees are no longer nimble, men revered. 


This second group of five couplets is distinguished from the first by 
linguistic mode and rhetorical purpose. Just as he marked the initial 
verse of the previous meditative stanza with yap, Tyrtaeus uses the 


4 There is some disagreement whether the first line of the Tyrtaeus 10 is the 
beginning of a poem. Traditionally it was thought that the yàp explained some 
previous expression or thought, but Verdenius (1969, 337-38) and Adkins (1977, 
75—89) suggest that yap, d¢ and other so-called continuative particles are sometimes 
placed at the beginning of elegiac poems. 

5 At the beginning of line 11 West (1992, ad loc.) prints eî? oùrws with a dagger, 
but I follow Verdenius (1969, 347), Gerber (1999, ad loc.), Adkins (1977, 78-79) and 
others, who print Francke's simple emendation. 
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particle ro: (line 11) at the start of this stanza to signal the switch from 
generic speculation to the direct exhortation of the audience at hand.$ 

Indeed, whereas the first stanza is entirely descriptive or evaluative 
and focuses exclusively on the situations of two hypothetical soldiers, 
the second from beginning to end exhorts the audience of young men 
to fight bravely: Tyrtaeus distributes seven exhortations evenly over 
the ten lines: two first-person plural hortative subjunctives (13 and 
14) followed by five second-person plural imperatives (15, 16, 17, 
18, and 20)./ And although he uses participles densely in both 
stanzas, he distinguishes them in number and grammatical case. He 
deploys singular and mainly accusative participles in the first stanza to 
describe how the generically good soldier falls bravely in battle 
(meoóvra) while fighting (uapváuevov), but the cowardly one aban- 
dons (zpoAwróvra) his city, wandering (màačóuevov) and eventually 
giving way (eik«v) to poverty. In the second stanza, on the other hand, 
the participles are all plural and nominative, alternating between 
active and middle forms: uņkérıi dewddpevor (14); uévovres (15); 
papvapevor (18); and uù karadeírovres at the beginning of the final 
verse (20). The last two participles in the second stanza (18: 
papvapevor and 20: uù) karadeírovres), moreover, plainly recall and 
in some sense respond positively to the pair of participles placed near 
the beginning of the first stanza (2: uapvápevov and 3: mpoAvróvra), 
the first of which describes the brave warrior fighting in the thick of 
battle and the second the craven one in the act of abandoning his city 
in disgrace. The advice supplied in the second stanza is, in short, based 
solidly on the ‘theory’ outlined in the first. 

It seems, then, that the poet designed the first twenty lines of 
Tyrtaeus 10 as a pair of stanzas, the first of which—by means of 
generic description, comparison and evaluation—ruminates on the 
choices set before a soldier in time of war, while the second exhorts 
the audience to follow one of these paths and avoid the other. In 
addition to the subtle ring-composition created by the repeated 


6 See Denniston (1954) 537-38, and Verdenius (1969) on the force of 7o: here. 

7 Rossi (1953/54) 415. Marta Cuypers points out to me how each of the last three 
pentameters begins with uý and has the same rhythmical structure—note especially 
the parallel placement of the two imperatives: dpxere (16) and dedyere (20). 
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participles at the beginning of the first stanza and the end of the 
second, Tyrtaeus links these two stanzas together in a more linear 
fashion by the protasis at the start of the second (‘But if there is no 
regard or respect for a man who wanders thus, nor yet for his family 
after him...’), which recalls the pathetic scene described in the first: 
‘wandering about with his dear mother and aged father, with small 
children and wedded wife* 

Tyrtaeus continues on in the same manner in the third stanza of 
this fragment, which, like the first, offers a meditation introduced by 
yáp (10.21-30):5 


STOR a ee \ ; ; 
aloxpov yap Ò) roro, UETA TPOUAXOLOL meoóvra 
Z , Loy , 
ket atat mpóo0e véwv dvdpa madaióTtepov, 
» Nox ; ; ; 
HÔN AeukOv €xovra kápr rroAióv TE yévevov, 
$25 poo» , ; 
Oupov arromvelovr’ GAkysov èv Kovin, 
Pee ee ee Cer, A Mp 
25 atparóevr. atdota didas èv yepoiv éyovra— 
ONCE Rr Ne 
aioxpa Tá y ó$aAuo(s kai veueonróv iGetvy— 
WA , ; PCM 
Kal xpoa yupvwhévra: véow 8€ mávr. éméouev, 
Xj» DA E ES y 
odp’ pars Pns àyAaóv &vÜos Ëx, 
soy ` OE E ce AA ; 
avdpaor êv Onytos ideiv, éparós è yvvouéi 


30 Cwos éwv, kaAós È’ v mpouáxovot meocv. 


For this brings shame, when an older man lies fallen among the front ranks 
with the young behind him, his head already white and his beard grey, 
breathing out his valiant spirit in the dust, clutching in his hands his 
bloodied genitals—this is a shameful sight and brings indignation to be- 
hold—his body naked. But for the young everything is seemly, as long as he 
has the splendid prime of lovely youth; while alive, men marvel at the sight 
of him and women feel desire, and when he has fallen among the front ranks, 
he is fair. 


Here, as in the first stanza of the fragment, Tyrtaeus explores and 
compares the appropriateness of men falling in battle, a theme that 
he once again examines in two hypothetical and diametrically op- 
posed cases, which are neatly bracketed and contrasted by the repe- 
tition—in nearly identical phrases—at the end of the first and last 
lines: it is shameful for the old men to fall in the front ranks while 
the young hang back (21: aicypov yàp... perd mpopáxoict meoóvra 


8 Barron and Easterling (1989, 92) discuss these verses as if they were a discrete 
and coherent unit. 
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xeio0ar mpóo0e vécv) whereas the young man is virtuous, brave and 
beautiful, whenever he falls among the fore-fighters (30: xaAós ®© êv 
Tpouayouor meocv).? 

And Tyrtaeus, just as he does at the start of the second stanza, picks 
up a theme that appears in the command at the end of the previous 
stanza (“Do not abandon older warriors in the fray’), when he begins 
this new stanza by giving the rationale that lies behind the exhort- 
ation (21-27 midline: ‘For it is shameful...’). He then ends with the 
alternate case: a young man is desirable and beautiful both alive and 
dead—in the latter case if he falls in the first ranks of the warriors. 
The poet heightens the contrast first by repeating the adjectives 
ataypov and aicypa at the beginning of lines 21 and 26, and then 
by focusing our attention almost voyeuristically on the sight of the 
two different bodies, in each case filling up an entire verse and using a 
similar construction: aioypà 74 y ó$0aAuots kai veweontov ideiv 
(26); and avépact uv Onnrds iGetv, patos dé yuvaré (29).19 Tyrtaeus 
further unifies this stanza by its linguistic consistency. He deploys five 
singular accusative participles to describe the shamefully abandoned 
older man (21: reodvra; 23: éyovra; 24: aronveíovr; 25: ëxovra; and 
27: yvuvwðévra) and two in the nominative case to describe the 
young man who dies nobly (both in 30: &óv and wecwv). The shift, 
moreover, from the accusative case in construction with an infinitive 
(21-2: aioxpóv yàp ... ketoÜat mpóc0e véov) to the nominative (30: 
Cwos ev... meoov) follows the pattern established in the first stanza 
(1-2: reÜvápevat yap kaAóv and 8: ypnopootwn T etkov kai ovvyepyj 


mevin). 
There emerges, then, a significant pattern of alternating stanzas in 
the first thirty lines of Tyrtaeus 10:1! 


[10 lines] Meditation introduced by yap 
(indicative verbs and singular participles, primarily in the 
accusative, but then ending in the nominative) 


9 Weil (1862) 12-13. 

10 Adkins (1977, 95) stresses the special use here and elsewhere in Tyrtaeus 10 of 
the visual or aesthetic range of Greek moral vocabulary (i.e. kaàós = 'beautiful') to 
urge young men to fight. Stehle (1997, 120-21) rightly notes that the young male 
bodies are eroticized as well. 

11 Rossi (1953/54) 414-15. 
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[10 lines] Exhortation introduced by ro: 
(plural hortative subjunctives and imperatives with plural nom- 
inative participles) 

[10 lines] Meditation introduced by yáp 
(indicative verbs and singular participles, primarily in the accusa- 
tive, but then ending in the nominative) 


Weil also noted how the last line of the third stanza in addition to 
recalling the first line of its own stanza also echoes the very first line 
of the fragment:!? 


TeOvdpevat yap kaAóv évi mpoudyouct meoóvra (1 = Ist of 1st stanza) 


aloypov yap ù) TobTO, uera Tpomaxoror meoóvra (21 = Ist of 3rd stanza) 
Caos ev, Kadds & êv mpouáxovoi meocv. (30 = last of 3rd stanza) 


This triple responsion of nearly identical verse-ending phrases at the 
beginnings of both meditative stanzas and the end of the last one 
emphasizes important differences in their moral evaluation: it is a 
fine thing, Tyrtaeus asserts, when brave men fall fighting in the front 
ranks, but a shameful thing when elderly warriors fall in the same 
position, while the young hang back. This combination, therefore, of 
ring-composition within stanzas and responsion between them 
serves two important functions: similar line-endings articulate the 
architecture of the fragment by calling attention to the beginnings 
and endings of individual units, while at the same time diametrically 
opposed moral terms at or near the start of these same lines 
(xaAóv...atoxpóv...koAós) highlight the great moral differences 
between these choices. 

Is it the case, then, that the first thirty lines consist of a complete 
three-stanza elegiac poem? Perhaps, but there remains one difficulty. 
According to our primary source for this fragment—the manuscripts 
of the fourth-century Athenian orator Lycurgus (Against Leocrates 
107)—Tyrtaeus 10 continues on with a single couplet: 


GAA Tis eÔ diaBas uevéro nociv adorépotor 


oTnpiyfels emt ys, xetAos 090001 dakar. 


12 Weil (1862) 11 and Rossi (1953/54) 415. The result, as Adkins (1977, 96) puts it, 
is that line 30 ‘constitutes the conclusion of, if not quite an argument, the movement 
of Tyrtaeus’ thought’ 
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Come, let everyone stand fast, with legs set well apart and both feet fixed 
firmly on the ground, biting his lip with his teeth. 


These words would seem to introduce yet another round of exhort- 
ation, but some editors, beginning with Brunck, have traditionally 
dismissed them as a scribal intrusion or mistake of some sort, since 
an identical couplet also appears in Tyrtaeus 11.21—22, where it does, 
in fact, introduce a stanza of exhortation (see below in Section 3.2). 
Others have suggested, however, that this final couplet provides a 
fitting peroration for an elegiac poem of this sort, which ideally 
should end with a final call to battle.!5 

The stanzaic structures outlined above clearly isolate the last 
couplet in an awkward manner, and at first glance they might 
encourage us to follow Brunck's lead and excise lines 31-32. This 
couplet is not, however, so easily dismissed since it has not one, but 
two perfectly good fourth-century Athenian witnesses: in addition to 
Lycurgus, Plato seems to have known a version of this fragment that 
included these final two verses.!4 If, then, we accept the fact that in 
the fourth century both Lycurgus and Plato knew a version of the 
poem that contained verses 31—32, and the fact that the preceding 
lines were artfully composed as three stanzas that alternate between 
meditation and exhortation, I suggest that we can add a third 
hypothesis to the two debated by scholars: the 32-line fragment 
quoted in the manuscripts of Lycurgus is incomplete and Tyrtaeus 
10 was, in fact, originally composed as a series of at least four five- 
couplet stanzas, articulated by the regular alternation between 
stanzas of meditation introduced by yap and those of exhortation 
introduced by zo. or àAM. 15 

In the first twenty lines of Tyrtaeus 11, the poet once again uses the 
boundary between five-couplet stanzas to shift from one linguistic 


13 Prato (1968, 100-1) provides a detailed survey of both sides of the argument. 

14 Verdenius (1969, 348) points out that Plato paraphrases Fragment 10—albeit in 
condensed fashion—at Laws 630b: OuaBávres 8 eÔ Kal paydpevor éÜéAovres 
ámoÜvijokew (cf. Tyrtaeus 10.31: e? diaBas; and 10.13-14: paxopeÜa. Kal... | 
Ovnokwpev joxéow uNkéTI evdopevor). 

15 In Faraone (2005b) I also suggest that the piling up of vivid participles in 
the final couplet (31-32)— with legs set well apart’ (ed dvafas), ‘firmly fixed’ 
(ornpixOeis) and ‘biting’ (Saxwv)—continues Tyrtaeus’ practice throughout this 
fragment of deploying densely and prominently placed participles, here (as in the 
second stanza) closely linked with an imperative verb. 


52 Composition 


mode to another. He begins by directly addressing an audience of 
Spartan soldiers (1—10):16 


GAN, Hpakàños yàp àvucijrov yévos éoré, 
bapoeit—otirw Zevs abyéva Ao£óv éyei— 

Und avdpav mànhùv Seyatvete, unde dofeto0e, 
iOvs Ò és mpouáxovs aomid avnp éxéTw, 

5 exÜprv uev poy 0£uevos, Vavárov è ueAaívas 

kpas (ous) abyais 1)jeMow pidas. 

(ore yàp ws Apeos moàvõakpúov épy aidyAa, 
«0 Ò dpyiy eddnr apyadgou Todéuov, 

kai peta hevyovtwy re óuokóvrov T éyéveo0e 


10 © véou audotépwv © és kópov HAdoate. 


Come, take courage, for your stock is from unconquered Heracles— not yet 
does Zeus hold his neck aslant—and do not fear throngs of men or run in 
flight, butlet a man hold his shield straight toward the front ranks, despising 
life and loving the black death-spirits no less than the rays of the sun. You 
know how destructive the deeds of woeful Ares are, you have learned well the 
nature of grim war, you have been with the pursuers and the pursued, you 
young men, and you have had more than your fill of both. 


This initial stanza of exhortation falls into two parts. The first three 
couplets contain a stream of imperatives, nearly all of which encour- 
age the appropriate martial spirit or mental attitude of the young 
men, rather than reiterate (as we saw in Tyrtaeus 10) the details of 
hoplite warfare: ‘be brave’, the poet implores them, ‘hate life’, ‘love 
death, and so on. The reasons for this more abstract approach are, 
however, given in the final two couplets, where the poet continues to 
use second-person plural verbs to acknowledge that the men in the 
audience already know all about the grim realities of war and are, in 
fact, experienced in both victory and defeat. 

Although only half of these first ten verses actually exhort—lines 1 
and 7-10 use the indicative throughout—this stanza nonetheless 
pays consistent attention to the performative context of the poem: 
it contains eight second-person plural verbs which address or de- 
scribe the audience of young Spartan men." The stanza is, moreover, 


16 Weil (1862) 11-12. 

17 Of the eight imperatives, two appear at the start of the line (lines 2 and 6), four 
at the end (1, 3, 9, and 10), one after the midline break (3) and one before it (8). The 
third-person imperative at the end of line 4 (&yérc) should also be added to this list, 
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framed with presumably specific references to their particular circum- 
stances (paraphrase): ‘Since (yàp) you are of Heracles’ race (1) ... since 
(yàp) you know (i.e. personally) the horrors of military rout from both 
perspectives (8-10)? The ring-composition is especially effective here: 
the paired names and epithets of 'unconquered Heracles’ and ‘woeful 
Ares’ appear in similar sounding phrases (“because you are the race...’ 
and ‘because you know the works. . .") and straddle the mid-line caesura 
of the verse (1: ‘HpaxAjos yàp àvucijrov yévos éoré and 7: (ore yàp ws 
Apeos rroÀvGakp)ov épy' didyAa). There is, then, no generic advice here 
about what a typical soldier usually does in war: Tyrtaeus exhorts a group 
of Spartan men to fight by reminding them of their own special heritage 
and their own previous experience on the battlefield. 

But as in Tyrtaeus 10, the boundaries of this individual stanza are 
best illuminated by the stark contrast with the stanza that follows, 
where Tyrtaeus changes gears entirely and—in a meditation once 
again introduced by yap—examines the moral choice between alter- 
natives (11:11—20):18 
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Those who dare to stand fast at one another's side and to advance towards 
the front ranks in hand-to-hand conflict, they die in fewer numbers and they 
keep safe the troops behind them; but when men run away, all esteem is lost. 
No one could sum up in words each and every evil that befalls a man, if he 
suffers disgrace. For to pierce a man behind the shoulder blades as he flees in 
deadly combat is gruesome, and a corpse lying in the dust, with the point of 
a spear driven through his back from behind, is a shameful sight. 


since in martial elegy and elsewhere it is the functional equivalent of the second- 
person plural imperative. 

18 Aside from Bowra (1969, 56—57) and Fowler (1987, 81), few scholars have 
discussed these lines as a discrete unit. 


54 Composition 


In this second stanza Tyrtaeus sets up a formal contrast in the first 
three couplets between those (11: o? ev) who stand fast in the battle 
line, and others (14: zpecoávrov & àvópóv) who break the hoplite line 
and flee.!? The same comparison is then expressed differently in the 
final two couplets, which seem to reiterate again the contrast— 
described at the end of the previous section (lines 9—10)—between 
fleeing and pursuing a rout. This stanza also provides a good example 
of ring-composition between the second and fourth couplets: the 
spondaic genitive phrase that takes up the first half of the fourth 
pentameter (18: dvdpés devyovros) echoes darkly the sense, words, 
and prosody of the first half ofthe second pentameter (14: rpecodvtwv 
& dvdpav). And as he does in Fragment 10, here the poet contrasts an 
exhortative stanza, that begins with àAAá and focuses directly and 
continually on the audience in front of him, with a meditative stanza 
that begins with yap and describes the facts of war using generalizable 
third-person examples. This contrast is significant, because the poet 
could easily have used second-person plural verb forms in the second 
stanza, for example, in the first sentence: ‘For if you dare to stand 
fast...and advance... you will die in fewer numbers? That he does 
not do so here, or in his other two long fragments, suggests some kind 
of generic or rhetorical constraint. 

This pattern of alternating stanzas in Tyrtaeus 10 and 11.1—20 is 
partially visible among the ruins of Callinus 1, which is perhaps the 
oldest extant example of martial elegy: 
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19 Fowler (1987) 82. 
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How long are you going to lie idle? Young men, when will you have a 
courageous spirit? Don't those who live round about make you feel ashamed 
of being so utterly passive? You think that you are sitting in a state of peace, 
but all the land is in the grip of war... even as one is dying let him make a 
final cast of his javelin. For it is a splendid honour for a man to fight on 
behalf of his land, children, and wedded wife against the foe. Death will 
occur only when the Fates have spun it out. Come, let a man charge straight 
ahead, brandishing his spear and mustering a stout heart behind his shield, 
as soon as war is engaged. 

For it is in no way fated that a man escape death, not even if he has immortal 
ancestors in his lineage. Often one who has escaped from the strife of battle 
and the thud of javelins and has returned home meets with his allotted death 
in his house. But he is not in any case loved or missed by the people, whereas 
the other, if he suffer some mishap, is mourned by the humble and the 
mighty. All the people miss a stout-hearted man when he dies and while he 
lives he is the equal of demigods. For in the eyes of the people he is like a 
tower, since single-handed he does the deeds of many. 


The final ten lines of this fragment (12-21) form a rhetorically 
complete stanza that explains (yap) why a generic hoplite should 
fight hard. The infinitive construction at its start (o yap... duyeiv 
etpappévov écriv), moreover, recalls, at least superficially, the begin- 
ning of both meditative stanzas in Tyrtaeus 10 (1: teOvdpevar yàp 
xaAov and 21-22: atoxpóv yap... keto0o4), raising the possibility that 
the use of such constructions at the beginning of meditative stanzas 
may have been a generic feature of early elegy and not simply an 
idiosyncrasy of Tyrtaeus. 

The final stanza of Callinus 1 has, moreover, a consistent and 
remarkable style. Unlike the lines that precede it, where only two of 
six couplets are end-stopped, each of these couplets forms a single 
sentence. Callinus increases this sense of order in the final stanza by 
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inserting a series of identical internal rhymes in the first, fourth, and 
fifth pentameters (13: vpoyóvov . . . dbavatwr; 19: Caw... Hubewv; 
21: oA v . . . év)—4 sonorous effect that is heightened by the use 
of five long syllables at the beginning of each of the last four lines,?° 
and by the echoing repetition—in close proximity to some of the 
rhyming words—of the adjective à£ios after the mid-line caesura of 
lines 19 (ros jurhéwv) and 21 (éra wotvos éwv).?! The clustering of 
all these poetic features in this stanza is all the more notable when we 
realize how greatly they contrast with the rest of the extant fragment, 
in which there are no other internal rhymes and no other verses with 
purely spondaic first halves. These last five couplets of Callinus 1, 
then, seem to have been composed both rhetorically and stylistically 
as a meditative stanza of the type favoured by Tyrtaeus, and they are 
so powerfully rendered that a number of scholars have suggested that 
they may have provided a stately conclusion to an entire poem.?? 
Does Callinus 1 show signs of any other five-couplet stanzas or the 
alternation between meditation and exhortation? This is impossible 
to say for certain since a lacuna of unknown length after line 4 
hampers our appreciation of the overall structure of the remaining 
lines. The seven verses that sit between the missing hexameter (after 
line 4) and the complete elegiac stanza at the very end (12-21) begin 
and end with exhortations rendered in the third-person singular 
imperative (“Let each man...’) suggesting that the preceding verses 
were primarily exhortative, although, as we saw in Tyrtaeus 11, they 
need not be uniformly so.?? The four opening lines ofthis fragment— 
those that lie before the lacuna— neither advise nor exhort the audi- 
ence, but like the initial stanza of Tyrtaeus 11 they do focus attention 
tightly on the here-and-now of the performance, in this case abusing 
the young men in the audience for their sloth or indifference rather 
than praising them as Tyrtaeus does. It is possible, therefore, that 


20 These are usually called spondaic hemiepe. Van Raalte (1988, 148 n. 8) notes that 
this is a rare phenomenon that also occurs at the very end of Tyrtaeus 12, suggesting 
that it is a device used to slow the pace and bring a longer poem to closure. 

21 Giannoti (1978) 421. 

22 See e.g. Adkins (1985, 61) ‘ʻa powerful conclusion, or Gerber (1997) 100-1: ‘the 
poem may well be complete. It has an effective opening and a satisfying ending. 

23 These verses end with the word ‘war’ (11: moàéuov), which may have been a 
traditional boundary marker in martial elegy; see the end of Ch. 5 for my discussion of 
Tyrtaeus 12, where the same word appears at the very end of three of its four stanzas. 
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these four verses were also part of a stanza of exhortation, but given 
the lacunose state of the text, the only assertion one can make with 
confidence is that the last five couplets of Callinus 1 were designed as a 
well-rounded meditative stanza that is differentiated both linguistic- 
ally and rhythmically from the hortative verses that directly precede it. 

All of these examples of alternating stanzas are culled from mar- 
tial poems, and indeed this compositional form seems especially 
suited to this early species of elegy. The same pattern does show up, 
however, in at least one poem that has nothing to do with war: the 
famous sphragis or 'Seal-Poem' that sits at the very beginning of 
the “Cyrnus Book, which scholars identify as the earliest stratum 
of the Theognidea (19—38):24 
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24 Van Groningen (1966, 25), Friis Johansen (1991) and Gerber (1997, 124) and 
(1999, ad loc.) treat all twenty of these lines as a single poem (marked at the 
beginning by Kópve), which is followed by another poem that begins (at line 39) in 
the same way. Campbell (1967, ad loc.) and West (1992, ad loc.), on the other hand, 
both mark the end of the poem at line 26, presumably because Cyrnus’ name appears 
in the next couplet (in the pentameter at line 28) and thus putatively signals the 
beginning of a new poem. Xenophanes 1 provides another example of a non-martial 
elegy with alternating stanzas; see Section 6.1 below. 
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For me, a skilled and wise poet, let a seal, Cyrnus, be placed on these verses. 
Their theft will never pass unnoticed, nor will anyone take something worse 
in exchange when that which is good is at hand, but everyone will say, “They 
are the verses of Theognis of Megara, and he is famous among all men'; but 
I am not yet able to please all the townsmen. It's not surprising, Polypaides, 
since not even Zeus pleases everyone when he sends rain or holds it back. 
It is with kind thoughts for you that I shall give you advice such as I myself, 
Cyrnus, learned from noble men while still a child. 

Be sensible and do not, at the cost of shameful or unjust acts, seize for 
yourself prestige, success or wealth. Know that this is so, and do not seek the 
company of base men, but always cling to the noble. Drink and dine with 
them, sit with them, and be pleasing to those whose power is great. For from 
the noble you will learn noble things, but if you mingle with the base, you 
will lose even the sense you have. Knowing this, associate with the noble, and 
one day you will say that I give good advice to my friends. 


These verses appear to be composed as a linked pair of elegiac 
stanzas. The poet, for instance, uses ring-composition to signal the 
boundaries of the first stanza by placing cot & éy at the beginning of 
the fifth hexameter (27), where it answers eodiCouévo uev èpoi at the 
beginning of the first (19).?5 The repetition of the vocative Kópve at 
the beginning of the first hexameter and last pentameter—similar to 
the repetition of Apollo’s name in Tyrtaeus 4—also helps to bracket 
these verses as a freestanding unit. 

But here, too, the unity of this initial stanza cannot be fully appre- 
ciated until we see what comes next. Indeed, as was true for the 
fragments of the martial elegists, the second stanza (29-38) switches 
from the mainly descriptive language of the first stanza—it is a mix of 
prophecy and meditation—and devotes itself almost entirely to ex- 
hortation. The contrast remarkable: the second stanza bristles with 
ten imperatives directed at Cyrnus, whereas the first has none.?¢ To 
the modern ear these commands may seem to be a rather disjointed 
collection, but this appears to be a peculiar feature of some Theogni- 
dean stanzas, namely to use ring-composition to collect and organize 
a series of different wisdom sayings into a single unit, as we saw earlier, 
for example, in Theognidea 183-92 (see Section 2.2) and as we can 


25 Friis Johansen (1991) 11-12. 

26 The imperative at the end of the first line (19: émixe/oOw) is vague and 
figurative—‘let a seal be placed'—and we need not and should not assume that the 
poet is commanding Cyrnus to do so. 
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also see in Theognidea 133—42 (see Appendix III). Here, in fact, 
the second stanza displays a bit of thoughtful ring-composition: the 
summary command in the final hexameter, “associate with the noble, 
once you have learned these things’ (37: raóra pabav áyaÜotow 
6uiAer) combines and reiterates in different form the dual commands 
near the beginning of the stanza, (31): raóra uév ov Tws obv kakoto 
Ôe u) mpocoputAet.?7 

The poet, then, plainly distinguishes these two stanzas from one 
another by content and linguistic form, and yet like some of the 
stanzas discussed above, he has designed them as a well-balanced and 
responding pair. The pedagogic advice in the final couplet of the 
second stanza (37: raôra pabav dyabotow opirec), for instance, also 
echoes the final words of the first (28: a6 rv dyabdv ... éuafov), 
and the last thought in the second stanza—‘someday you will say 
that I gave good advice’ (37-38: more $joes | e cvuovAesew. . . 
éué)—plainly recalls the prediction at the very end of the first (27): 
coi © yw eb ópovéov broOjconat.28 These are not, of course, ex- 
amples of the stricter kind of nearly verbatim responsion that we 
have seen in Tyrtaeus 10 or 11, but they are extremely effective. The 
last-mentioned echo in line 37, for example, nicely underscores the 
prediction in the first stanza that the chain of oral tradition will 
remain unbroken: the advice that the poet received from an older 
generation of áya6oí while he was still a youth (28: maîs ër éov), is 
now passed along to another zaí(s, Cyrnus, in the exhortations of the 
second stanza, which is a repository for this inherited wisdom. The 
boundary between these two stanzas is, moreover, marked strongly 
by a transition formula that identifies the introduction of embedded 
speech. The first stanza ends emphatically with the performative 
future??—'I shall (hereby) advise you, regarding the very sorts of 
things I myself once learned'—followed in the very next stanza by the 
content of those childhood lessons, which the poet recalls and recites 
for the benefit of Cyrnus.3° 


27 Friis Johansen (1991) 28. 28 Friis Johansen (1991) 29-30. 

29 For a discussion of the performative future, usually in combination (as here) 
with a variety of deictic pronouns or adverbs, see Faraone (1995). 

30 Van Groningen (1966, 22) and Friis Johansen (1991, 20) both note how the 
asyndeton at the beginning of the second stanza (line 29) introduces the advice 
immediately. 
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Scholars have long noted the existence of generic themes in early 
elegy, for example: the contrast between brave fighting and craven 
flight or between noble friends and base ones. We can see here, 
however, evidence of a generic structure as well: Tyrtaeus and the 
Theognidean poet—and probably Callinus as well—seem to com- 
pose their elegies in stanzas that alternate between vigorous exhort- 
ation and thoughtful meditation, the latter typically accomplished by 
generic description and moral evaluation. Alternating stanzas, more- 
over, give longer fragments a formal and logical structure, especially 
(as in the beginning of Tyrtaeus 11) when a meditative stanza refers 
to and provides a defence for a preceding stanza of exhortation, or 
(as we saw in the 'Seal Poem' from the Theognidea) when an exhort- 
ation is based upon the logic or claims of a preceding meditation. 
These meditations, moreover, often seem to take a generic form: they 
are regularly introduced by yáp and use impersonal constructions 
with the infinitive to explore various human values or courses of 
action in abstract evaluative terms. The exhortations, on the other 
hand, are introduced by dùd, rov or asyndeton and usually call 
attention to the situation of performance before an audience, by 
using imperative, vocatives and various forms of deictic language. 


3.2. COORDINATION 


The poets of the archaic period use another important technique to 
organize their longer compositions: coordinated pairs of stanzas of 
similar linguistic mode and purpose, which are joined by a shared 
architecture and contrasted by close responsion. Here the idea of 
stanza as a room provides a best model for analysis, precisely because 
these pairs generally seem to work as building blocks in more com- 
plicated sequences of thought or argument. It is, I suggest, this kind 
of stanzaic construction that allows early elegists like Solon or Tyr- 
taeus to organize their longer ruminations into a logical sequence, for 
example, the discussion of the nature of àper:j in Tyrtaeus 12 or of 
the different life-stages of man in Solon 27. Here, too, the notion of 
a stanza as a 'verse paragraph' is especially helpful, since it seems to 
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have been used as a tool, well in advance of the development of Greek 
prose, for organizing extended and more philosophical arguments. 
The end of Tyrtaeus 11, however, serves as an initial counter-example 
to remind us that it was possible, although for some reason rare among 
the extant fragments of archaic elegy, to use the same techniques to 
coordinate a pair of purely exhortative stanzas (11.21—38):5! 
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Come, let everyone stand fast, with legs set well apart and both feet fixed firmly 
on the ground, biting his lip with his teeth, and covering thighs, shins below, 
chest, and shoulders with the belly of his broad shield; in his right hand let him 
brandish a mighty spear and let him shake the plumed crest above his head ina 
fearsome manner. By doing mighty deeds let him learn how to fight and let him 
not stand—he has a shield—outside the range of missiles, 


but coming to close quarters let him strike the enemy, hitting him with long 
spear or sword; and also, with foot placed alongside foot and shield pressed 
against shield, let everyone draw near, crest to crest, helmet to helmet, and 
breast to breast, and fight against a man, seizing the hilt of his sword or his 
long spear. You light-armed men, as you crouch beneath a shield on either 
side, let fly with huge rocks and hurl your smooth javelins at them, standing 
close to those in full armour. 


31 Lines 1-20, a pair of alternating stanzas, were discussed earlier in Section 2.3. 
Fowler (1987, 81) suggests that the dAdd in line 21 starts a new section of the 
fragment. My discussion of these lines first appeared in Faraone (2006) 30-34. 
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Most editors do not recognize the break that I have marked in the 
text after line 28, suggesting instead that the poem continues on with 
a mere pause for a comma.?? At the turn of the nineteenth century, 
however, some scholars intuited textual problems here. Wilamowitz, 
for example, believed that these two sections (21-28 and 29-38) 
were doublets of one another, since both mention a complete set of 
battle gear: shield, helmet, crest, and spear? This is a potentially 
attractive suggestion, as it might explain why the second half of the 
fragment does not continue the pattern of alternation between ex- 
hortation and meditation that we saw in the first half (1—20). 

If we set aside for the moment the problem that the first stanza 
(lines 21—28) contains only four couplets, we can, I think, identify a 
different kind of design in the final part of this poem by noting a 
pattern of interaction between these two stanzas. I limit myself to two 
observations, one about content and another about responsion. 
Although Tyrtaeus exhorts young men to battle throughout lines 
21-38, there is one important difference in the content of his advice. 
In the first four couplets (21-28) he advises them how to withstand 
an attack from the enemy, for example: by standing firm *with legs set 
well apart and both feet fixed firmly on the ground; by covering 
themselves with their shields and by shaking their spears and helmet- 
crests vigorously. He emphasizes his concern for a strong defensive 
posture, moreover, by exhorting them twice to use their shield (24 
and 28) and by beginning and ending the section with pleas regard- 
ing the static position of each soldier: ‘let him wait’ (uevézw) and ‘let 
him not stand (us éorárw) beyond the range of missiles’. In the 
second section of this exhortation (29-38), however, Tyrtaeus advises 
the warriors to approach the enemy aggressively, to kill them by 
stabbing with their spears or swords (29-30: o)rá£ov...éMro), 
and to fight while thrusting their fully armed bodies against them 
(31-33: épeícas...paxéc0c). Likewise he urges the light-armed 
troops in the last two couplets to take the offensive and hurl their 
stones and javelins (35—39: BáAAMere ... dxovrilovres). Now there is 
no waiting or covering up with the shield: the poet strenuously urges 
all to move forward and attack. 


32 See e.g. Gerber (1970), Adkins (1972), and West (1992), all ad loc. 
33 Wilamowitz (1900) 114. 
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One might object, of course, that in the general mayhem of battle 
these differences between defensive and offensive warfare are too 
subtle, but Tyrtaeus has, in fact, prepared us for this distinction by 
an intricate series of responsions between the opening couplets of the 
last three stanzas of the fragment: 


ot pev yàp ToAudat Tap AAAA uévovres 
és T avtooxedinv kai mpoudyous éva, (11-12) 


GANG Tis eô diaBas pevetw mociv üudorépoioi 


oTnptxbels emt yfjs, xeiAos 000001 akov, (21-22) 


GAA Tis éyyds iov adtoayedov eyyet waKpar 
ù Eider ooráCov dHiov dvóp. éAérw, (29-30) 


In the first couplet of the second stanza (the meditative one discussed 
earlier in Section 3.1), Tyrtaeus sums up the behaviour of the hypo- 
thetically best fighters as (11-12): ‘those who dare to stand fast 
(uévovres) at one another's side and to advance towards the front 
ranks in hand-to-hand conflict (és 7 adrooyedinv...tévar). This 
distinction between waiting and plunging into battle may puzzle 
the modern reader, but it summarizes neatly the difficult discipline 
of hoplite battle: the individual soldier must never break the line in 
which he is stationed, because the shield in his left hand protects not 
only his own body but also that of the soldier to his left. Tyrtaeus, 
therefore, in his compact description at the start of the second stanza 
(11.11-12) urges two different but equally important modes of 
fighting: at times the soldier must wait bravely in proper formation 
and withstand the assaults against the line, but at other times he must 
move forward and attack aggressively. 

In the second half of Tyrtaeus 11, the poet recalls this dual strategy 
for hoplite fighting by devoting one stanza of the ensuing exhort- 
ation to defensive techniques and another to offensive ones. He 
underscores the logical organization of these last two stanzas, more- 
over, by beginning each with a responding hexameter: Here, as in 
other cases of Tyrtaean responsion, the verbal repetition at the 
beginning of one portion of the responding verse (21: dAAd tis eĉ 
and 29: 4M á ris éy-) draws attention to the contrasting words that 
follow, which highlight defensive persistence (11.21: wevérw) and 
aggressive attack (11.29: ¿œv adrocyedédy) in the first lines of each, 
while echoing (as shown above) the vocabulary used at the start of 
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the second stanza (11.11—12). This is yet another good example of 
how elegiac responsion performs two basic tasks: the repetition of 
words or phrases at the beginnings and ends of stanzas allows the 
poet to mark the boundaries of individual stanzas and to emphasize 
the parallels between them, while at the same time highlighting 
important differences by placing contrasting words in parallel posi- 
tions in the responding verses. 

I suggest that in the first half of Tyrtaeus 11 the poet uses the same 
architecture of alternating stanzas that he deploys in Tyrtaeus 10, but 
that when he swings into his third stanza (this one of exhortation), 
he decides, for the reasons discussed above, to double the length of it 
to reflect his dual perspectives on hoplite combat: 


[10 lines] Exhortation to the right attitude introduced by àAAÁ 
(second-person plural verbs focused on immediate performance) 
[10 lines] Meditation introduced by yáp 
(third-person indicative verbs). 
[8 lines] Exhortation to defence introduced by åd 
(ris + third-person singular imperative) 
[10 lines] Exhortation to attack introduced by &AAÁ 


(ris + third-person singular imperative and then second-person 
plural imperative) 


If I am correct in my analysis here, the third stanza (as transmitted in 
the manuscripts of Stobaeus) is missing a couplet, not an uncommon 
hazard for the survival of elegiac fragments that are often composed, 
like this one, in end-stopped couplets—especially in a section of the 
poem that provides a repetitive catalogue of wartime actions.34 But 
the most powerful argument for assuming a lacuna here rests on the 
simple fact that (as we have seen) Tyrtaeus uses the five-couplet stanza 
throughout Fragments 10 and 11, and (as we shall see presently) in 
Fragment 12 as well. In the specific case of Tyrtaeus 11, moreover, 
where we can trace the wider architecture of the fragment with its 
triple responsion at the start of the final three stanzas, we are in an 
especially good position to observe where an individual couplet has 
indeed dropped out—just as we can identify a damaged passage of 


34 Adkins (1985, 78) notes that Tyrtaeus 11 has an exceedingly high percentage of 
end-stopped lines (twenty-seven out of thirty-eight). 
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choral lyric by noting where the metrical responsion between strophe 
and antistrophe breaks down in the transmitted text. 

Solon also makes good use of coordinated pairs of stanzas. We 
have already seen one excellent example in his corpus, where he 
organizes a series of meditative stanzas into a larger edifice: the 
three contiguous stanzas of catalogues in the second half of Solon 
13, the last two of which—the catalogue of vocations (13.43-62)— 
form a coordinated pair of stanzas that exhibit a seamless rhetorical 
and syntactic structure, while at the same time managing to distin- 
guish themselves as discrete entities (see the end of Section 2.3). As it 
turns out, Solon shows a repeated interest in such coordinated pairs. 
When we recall, for example, that he composed an elegiac poem on 
the ten stages of a man's life, we might think that this would be the 
perfect subject for a pair of five-couplet stanzas. The surviving verses, 
however, disappoint us—at least initially (Solon 27):55 


EN DAMEN. z T 
mats ev dvyBos éov ert výmios épkos òðóvTwv 
, n B "P 
$ícas éxBáAAe Tp@tov èv énT éreow. 
\ wey v0 83 , "T , 
tovs Ô érépous Te 0r) TeAon Üeós Ex eviauTods, 
HBys exhaiver oparta yewouerys. 
: 1 uu > , » , 
TH TpitaTn 0€ yéveiov üe£opévow ert yvíwv 5 
Aaxvobrat, xpouns avOos üáueuopévgs. 
232 ; a Te ; Loy 
7H 9€ rerápry más Tis ev éßðouáðı ey’ dpioros 
loxtv, Ñ T avdpes ouar exovo’ pers. 
nméunm © wpiov avdpa yapov ueuvyuévov etvat 
own dU Lari , 
Kal Talowy Cytetv elootiow yeveny. 10 
ie oi T , E, 
Tfj 9 extn mrepi mrávra karapróerat vóos ávópós, 
000. epdew éF uðs py àmáAaquwva 0éAe. 
VA Um A "a , € 
énta 0€ voüv kai yAdooav èv éßðouáow éy üpvoros 
— / ; oro» 
ókTO T" audotépwr réocapa Kal dé’ èT. 


35 This fragment is quoted in its entirety by Philo of Alexandria (1st cent. cE) in 
his Creation of the World (104) and by Clement of Alexandria (2nd—3rd cents. cE) 
in his Stromata (6.144.3). The fragment has not found as much favour with modern 
readers. Campbell (1967, 246-47) is typical of the scholarly reaction (rigid) ‘mon- 
otonous; ‘intractable material’). West (1992, ad loc.) does not think this fragment is a 
complete poem and Adkins (1972, 128) rightly notes that it seems to lack a proper 
introduction, although he does seem to feel that line 18 is an adequate ending. Weil 
(1862, 6—7) divides the poem into three three-couplet stanzas. The analysis that 
follows first appeared in Faraone (2005a) 260-64. 
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CONNECT , S y aa 
15 TÅ 8 éváry éT. pev OÓvaras, naAakcórepa Ò abrob 
\ ; Su p \ , 
Tpos meyaAnv apetnv yAdaod re Kal codin. 
Thy ÕEKÁTNV O et TIS reAécas KATA uérpov ikovro, 


> Nw DN 7 ” , 
ovK àv dwpos wv uoîpav €xot Üavárov. 


A boy while still an immature child, in seven years grows a fence of teeth and 
loses them for the first time. When the god completes another seven years, 
he shows the signs of coming puberty. In the third hebdomad his body is still 
growing, his chin becomes downy, and the skin changes its hue. In the 
fourth everyone is far the best in strength, whereby men show their signs 
of manliness. In the fifth it is time for a man to be mindful of marriage and 
to look for a line of sons to come after him. 

In the sixth a man's mind is being trained for everything and he is no longer 
as willing to commit acts of foolishness. In the seventh and eighth, a total of 
fourteen years, he is far the best in thought and speech. In the ninth he still 
has ability, but his speech and wisdom give weaker proof of a high level of 
excellence. If one were to complete stage after stage and reach the tenth, he 
would not have death's allotment prematurely. 


As we saw in the catalogues discussed in the previous chapter, Solon 
has given this fragment a persistent formal structure, by allotting one 
couplet to each of the ten seven-year periods (the so-called ‘hebdo- 
mads’), by dividing five of the nine hexameters at the penthemimeral 
caesura, and by beginning each with the appropriate ordinal num- 
ber—with one glaring exception: in lines 13-14 Solon interrupts the 
pattern with two cardinal numbers, crowds the seventh and eighth 
hebdomadis into a single couplet, and leaves us with an oddly organ- 
ized nine-couplet composition.56 

There are, in fact, internal indications that this poem was origin- 
ally designed as a pair of five-couplet stanzas and that the rather lame 
combination of the seventh and eighth hebdomads within a single 
couplet is the work of a scribe trying to repair the loss of the full 
couplet that once described the eighth stage of life. In the first place, 
although both sections of this poem share the same rigid format, 


36 Hudson-Williams (1926) 129: ‘The ten-fold division [i.e. of human life] is very 
rare and the poet evidently found much difficulty working it out: cf. vv. 13-14, where 
he is unable to distinguish between the seventh and eighth hebdomads'; Campbell 
(1967) 247: 'the structure of the poem collapses when the seventh and eighth ages are 
combined.’ Falkner (1995) 138: ‘the results are...even ungrammatical, as in 13-14, 
where the literal values of the cardinals (éz7à and é«x7w) cannot be sustained, 
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there are some subtle but important differences in content and 
emphasis, just as we saw in the twinned stanzas on human vocations 
in Solon 13. The first five couplets of Solon 27, for example, deal only 
with the physical growth of a baby to a young man, focusing on 
various parts of his body: the teeth, the physical signs of puberty, the 
chin, the skin color, the strength, and the outward signs of maturity 
and manliness. There is no mention at all of his mental or rhet- 
orical skills. There are also hints of formal unity within this first 
stanza: the second and fourth couplets close with similar hemiepe— 
o'juara yewouevys (4) and ońuar éyovo’ áperíjs (8)38—and all three 
of the middle couplets end with the same sound (-ys). Solon also 
frames his descriptions of the first five hebdomads, by mentioning in 
the final couplet the need at this point in life to start having children 
(zaidwyv), a word that harks back to the very first word of the poem 
(wais) and reminds us of the generational reproduction of male 
bodies. 

Just as in his catalogue of professions (13.43—62), where we saw 
signs that the first five-couplets probably once served as a free- 
standing priamel, here too Solon might have ended the catalogue 
after the fifth hebdomad if he so chose or if he needed it for another 
rhetorical purpose. But instead he goes on to describe the stages of 
the mature adult, focusing on a man's non-physical faculties: the 
training of the mind (voós), the avoidance of foolishness, the skill in 
thought and speech (voós and yAó6oca), and in the ninth stage the 
waning of speech and wisdom (yàðood re kai coóíq). And as in 
Solon's catalogue of vocations, verbal echoes between the two halves 
of the catalogue develop this second section as a suitable partner to 
the first. The phrase èv €Bdoudé: wey’ &pvoros, for instance, at the end 
of the penultimate hexameter of the first stanza (line 7) is echoed by 
the nearly identical phrase èv éfóou&ow péy àpioros at the end of the 
second hexameter of the second section (line 13)—a repetition that 


57 Siegman (1970) points out the important differences in content between the 
first five couplets and those that follow. 

38 I follow Gerber and most modern editors, who print the manuscripts’ oua 
here. West, on the other hand, prefers meípar, a conjecture of Stádtmüller. For the 
second and fourth couplets as a traditional site of stanzaic ring composition, 
see e.g. the second stanza of Tyrtaeus 11 (see Section 3.1) or Theognidea 183—92 
(see Section 2.2). 
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in fact highlights (as elegiac responsion regularly does) the thematic 
differences between the two sections: ‘the very best in physical 
strength’ is contrasted against ‘the very best in thought and word. 
He also brings up the idea of seasonality at the end of the second 
stanza (odK« ...dwpos éwy) in a manner that echoes the closing line of 
the first (aprov... efvar).4° 

In sum: the architecture of this fragment suggests that Solon 
composed it as a pair of elegiac stanzas, and that he organized 
them as a regularly paced and continuous list that divides up 
human life into an earlier period of thirty-five years, during which 
the development and reproduction of the physical body is of para- 
mount importance, and a later period of equal length, focused on the 
evolution and eventual devolution of a man's mental and rhetorical 
skills. Since Solon in every case but the seventh and eighth grants 
each hebdomad a complete couplet that begins with ordinal number, 
and since he generally pursues this practice of equal representation 
in the individual couplets of the catalogues in Solon 13, it is natural 
to suspect that at some point in its transmission from antiquity 
an entire couplet dropped out of our text, a couplet that once 
described fully the features of the eighth hebdomad. And that at 
some later point in time a scribe, realizing that the eighth hebdomad 
was missing, rewrote lines 13-14 with their telltale cardinal numbers, 
and in so doing ejected yet another pentameter.*! Was Solon 27, then, 


39 See Adkins (1985) 130 for the repetition and the contrast. I should point out 
that this is not a typical case of parallel responsion, since the repeated phrases occur 
in the fourth couplet of the first stanza and the second couplet of second stanza. This 
kind of responsion might better be labeled ‘mirroring responsion’ It is rare, but 
shows up elsewhere, especially in Xenophanes 2, for which see Section 6.1. We saw in 
Section 2.1 a similar phenomenon (albeit within a single stanza) in the chiastically 
organized ring-composition in Mimnermus 2.1-10. 

40 Adkins (1985) 131. And in the final couplet the participle reAécas (17) occupies 
the same sedes as reAéoy in the second couplet (3). The shift in subject, from the ‘god’ 
who successfully brings the young boy to the age of fourteen and the old man who 
successfully completes his life by himself, is especially poignant. Falkner (1995, 161) 
notes the repetition, but gives a different interpretation. 

^! This thoughtful solution was suggested to me independently by Mark Usher and 
Marta Cuypers and I thank them both for it. If we imagine, moreover, a lacuna of a 
full couplet before line 15, there emerges another good example of ring-composition 
between the second and fourth couplets of this second stanza, for the phrase voóv kai 
yÀóoocav at the start of line 13 (in the second couplet of the reconstructed stanza) is 
echoed by yAdood re kaí codin at the end of line 16 (in the fourth). 
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a complete two-stanza poem? Probably not. His practice as illus- 
trated in Solon 13 suggests that he, like Tyrtaeus, treated such 
catalogues as useful set-pieces, that he could adapt and work into a 
longer poem whenever an appropriate need arose. 

Traces of stanzaic design in his Fragment 4 suggest that Solon 
could employ these same techniques in even longer poems, where 
unlike in his catalogues the individual stanzas are part of the narra- 
tive and argument itself. Fragment 4 is unfortunately quite lacunose 
and the difficulties involved in analysing its structure force me to 
discuss it separately and in greater detail in Appendix II. But suffice it 
to say that amid the wreckage of this fine poem one can make out 
two well-preserved stanzas at the start and finish (1-10 and 30-39) 
and the ruins of a pair of coordinated stanzas in the middle, one 
which describes the collapse of the city and civic life (12-20) and 
another the destruction of individual homes and family life (21-30). 
Solon emphasizes the differing sites of these disasters, moreover, by 
placing a pair of closely responding hexameters in the fourth couplet 
of each stanza, that compares and contrasts the destruction that 
approaches the whole city and the individual homes alike: roó7 
HÒN áon móde epyeTat €AKos ApuKTov (17: ‘Already this inescapable 
wound approaches the whole city’) and oùrw ôņuóoov kaxóv épyeTat 
olkad’ éxáorq (26: ‘In this way a public disaster comes homeward for 
each individual’). In contrast, however, to the paired stanzas in Solon 
13 and 27, these matching stanzas are not rhetorical set-pieces like 
catalogues, but rather they are firmly embedded and indeed crucial 
to the ongoing narrative about the demise of the poorly ruled city. 


In contrast, then, to the rhetorically and poetically crafted single 
stanzas of Archilochus and Mimnermus analyzed in the previous 
chapter, the longer fragments of Tyrtaeus, Solon and the Theogni- 
dean poet reveal two additional sets of techniques that early elegiac 
poets used to separate and organize individual stanzas in pairs or 
even longer series. In the case of alternation, although the individual 
stanzas often show few signs of ring-composition or the other forms 
of internal structure documented in the previous chapter, their 
rhetorical and linguistic unity is nonetheless easily apparent thanks 
to the stark contrast with the stanzas that precede or follow. The 
elegiac audience, in short, intuits the boundaries between stanzas less 
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by feeling closure at the end of the stanza, and more by experiencing 
the sudden change at the start of the next one. In addition to 
alternating stanzas, early elegists also composed pairs of coordinated 
stanzas (usually meditative ones) that are linked and contrasted by an 
elaborate set of responsions and structural parallels. Such paired 
stanzas are, of course, a perfect vehicle for the binary thinking 
popular among the ancient Greeks. They provide room, moreover 
for longer and therefore deeper meditations than are possible in 
single-stanza compositions or in longer poems structured by alter- 
nating stanzas, and thereby they offer an opportunity for breaking 
down more complex topics into two or more stanzas and examining 
each sub-topic in much greater detail. 


4 


Performance 


Now that we have a good sense of how poets constructed individual 
elegiac stanzas and used them to organize longer compositions, a 
different question arises: can the stanzaic design of these fragments 
give us any insight into how this genre was performed? In recent 
years, for example, scholars have suggested that the extant elegiac 
fragments might be more polyphonic and complex than previously 
imagined. Reviving the work of Reitzenstein and others, some have 
returned to the idea that most if not all shorter elegiac compositions, 
like Greek drinking songs (skolia), were sung at symposia by a series 
of individuals, with each in turn 'taking up the song' and adding to 
or reacting against the verses of the previous singer.! Reitzenstein 
himself suggested in particular that contrary opinions in the trans- 
mitted text of the Theognidea might in fact preserve traces of such 
communal performances at the symposia of the archaic period.? In 
what follows, I suggest that the stanzaic structure of early elegy allows 
us, in fact, to postulate for the earlier periods, at least, a fixed five- 
couplet length for these individual contributions and to locate in the 
Theognidea examples of short elegiac songs—in one case a string of 
three together—that seem to react, extend and even correct the poem 
that came before. 


1 See. e.g. Vetta (1980) xxviiixxxi and (1984), Herington (1985) 31-39, 
Bartól (1993) 51-57, Bowie (1997) and Aloni (2001) 88-90. Slings (2000, 5-10) 
points out how much of this recent work is deeply indebted to Reitzenstein (1893) 
45-85. 

2 Reitzenstein (1893) 61-62; cf. West (1974) 17 and Vetta (1984). All of their 
examples, however, involve single couplets or pairs of them. 
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4.1. THE SYMPOTIC SETTING 


Two relatively unknown elegiac stanzas from the classical period bear 
witness to this kind of communal performance in the round and 
were apparently designed to be sung at two different points in a 
sequence of such stanzas. The first is an elegiac poem inscribed, after 
three short skolia, on a papyrus from Elephantine that was apparently 
used as an aide-mémoire for a participant at a symposium (Adespota 
Elegiaca 27):3 


, pa ay ers ngo "E 
xaípere, ovumórat avdpes óu[jAukes ` €] ayabo yàp 
> z f3 ^ £ > ` > ta 
&pfápevos reAéc Tov Aóyov [e] is àya[06]v. 
xp") 9, óvav eis roi oÜro ovvéAPwpev pidor avdpes 
npâôyua, yeAàv mai bew ypyoapévous ape, 
5 vjGeoÜaí re ovvóvras, és GAAHAous re o[A]vapetv 
kai oxwrrew To.avl ota yéAora óépew. 
T" Yt m ; 
ý ðe omovór) éréc0c, dxotwpev [Te AJeyóvrov 
êv éper NÒ üperr) ovwmrooíov mréAerau. 
Tov 0€ morapxoüvros mei&ójueÜa: raóra yap éoTw 


10 épy avdpav ayabar, eüAoyíav re pépet. 


Hail, fellow drinkers, [age-mates]. Fine was my beginning and fine will be 
the end of my discourse. Whenever we friends gather for such an activity, we 
ought to laugh and joke, behaving properly, take pleasure in being together, 
engage in foolish talk with one another, and utter jests such as to arouse 
laughter. But let seriousness follow and let us listen to the speakers in their 
turn: this is the best form of symposium. And let us obey the symposiarch: 
this is the conduct of good men and it wins praise. 


This poem is five-couplets in length and, as befits its elegiac metre, 
it is almost entirely hortatory, consisting of a salutation, followed by 
a pair of quatrains that urge us first to play (3-6) and then to move 
on to a more serious form of discourse (7-10).4 The similarities 


5 Itis preserved, along with three skolia, on an early Hellenistic papyrus from Elephant- 
ine (PBerol. 13270). The scribe has isolated these verses as a separate elegiac poem or 
sympotic contribution by writing the verses out line by line, by indenting them and by 
placinga paragraphosbefore the first couplet. For discussion, see Ferrari (1988) and Collins 
(2004) 65-66. Gentili and Prato (1985, 139) date this poem to the 5th-cent. BCE. 

^ This fragment, especially in its use of the construction yp7 plus the infinitive and 
its emphasis on moderate behaviour, is similar to Xenophanes 1, for which see below 
Section 6.1. 
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and differences between these two injunctions are marked at the end 
of each section by the repetition of the verb ¢épew with highly 
contrasted objects, ‘laughs’ and ‘good discourse’: ofa yéAwra $épew 
(6) and eiAoyíav re déper (10).5 The summary explanation in the 
final couplet, moreover, employs the typical language of closure 
(9: rara yàp...) as well as the phrase ‘deeds of good men’ (10: 
py avdpav dyafay), which recalls the opening couplet (1-2): 
xaípere ... dvdpes ... èé ayabot... eis dyabdv. These verses, then, 
display many of the internal signs of a unified and self-sufficient 
stanza that were discussed in Chapter 2. And in this case, as in the 
case of the Megarian epitaph, we can be confident that we have a 
complete poem. 

A similar five-couplet fragment is attributed to the fifth-century 
poet Ion of Chios:$ 


xatpéro v)uérepos Bactreds cwrnp TE TaTHp e 
ýuîv dé KpyTHp otvoxóot Üépames 
KipvávTov Tpox¥TaLow ev apyupéo.s ó ð xpucoby 
divov éxcv xewotv viléTw eis &9ados. 
omévOovres 8. dyvàs 'HpakAet r AAkpyry re, 5 
IIpokAet [Tepoeidas 7 èk Aids apydpevor 
, , » R "MV 
mivwpev, matGopev: iTw dud vukrós dowdy, 
Y vy eos og ; 
òpxeiohw ris: Exwv È apye prrodpootyys. 
o EINS ; ; 
óvrwa. Ò evedys wives ÜrjAeua mrápevvos, 


^ s ; / 
ketvos TV dAAwy kvOpórepov merat. 10 


Greetings to our king, our saviour and father; and for us let the wine-pouring 
attendants mix the bowl from silver pitchers; and let him who holds in his 
hands the golden jug wash our hands on to the floor. Let us make holy 
libation to Heracles and Alcmena, to Procles and Perseus' descendants, 
beginning with Zeus, and let us drink and play; let the singing last all night, 
let there be dancing; begin the jollity with a will; and if anyone has a shapely 
woman waiting to share his bed, he will drink more confidently than the rest. 


Like the stanza from Elephantine, this poem is primarily exhortative. 
Even if we discount the opening greeting to the god Dionysus 


5 The papyrus has the infinitive dépec in the final line and this is what West (1992, 
ad loc.) prints. Gerber (1999, ad loc.) follows Wilamowitz and corrects to ¢épeu. 

6 Ion 27, quoted by Athenaeus (463a). The translation is from Campbell (1991) 
ad loc. 
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(xaupéro), there are no fewer than five imperatives and two hortative 
subjunctives aimed at encouraging both the servants and the guests 
to help stage a successful symposium. Barring any sure signs of ring- 
composition or verbal repetition it is difficult to know for certain if 
this is an entire poem, but it does give a complete, albeit abbreviated, 
description of the preliminary rites of a symposium. 

It bears, moreover, obvious similarities to the poem from Elephant- 
ine, which is certainly complete. Both begin in like fashion (xaípere 
and ya:pérw) and exhort the gathered company to various kinds of 
activities. But the implied timing of the performance of these two 
poems is different. Ion appears to have composed his stanza for the 
start of the symposium, because the first actions he recommends— 
the washing of hands and the triple libations—usually take place 
before the symposium begins. The poem from Elephantine, on the 
other hand, seems designed for some later point during the enter- 
tainment, because it refers in the first couplet to some poem that had 
been apparently been performed earlier: ‘Fine was my beginning and 
fine will be the end of my discourse (Aóyos) The verses that follow 
also seem to suggest, albeit in very general terms, that it is time for the 
discourse to shift from playful banter to more serious topics.” But 
to precisely which genre of discourse does the Elephantine poem 
refer? We get one important clue at lines 7-8, where the poet says 
‘let us listen to the speakers in turn’ (&xoócpév [ve A]eyóvrov | èv 
jeeper). Most readers are likely to think of Plato's Symposium, perhaps, 
and the series of prose speeches recorded there, but if we are meant to 
think of oratory, why does the poet use the related noun Adyos (line 2) 
to refer to his own contribution, which is, in fact, a finely composed 
elegiac stanza?’ 


7 This is, in fact, confirmed by the sequence of poems on the papyrus itself: the 
elegiac stanza comes after the three skolia, suggesting that it would have been per- 
formed after the skolia, perhaps at the start of a string of more serious elegiac 
compositions. The shift is not, however, marked by any clear deictic language in the 
poem itself, for example by placing a viv in line 7 (‘now let seriousness follow’), but 
rather by the shift from a generalized desideratum (2—6: ‘whenever we meet, we should 
laugh’) to a direct command with a contrastive dé: “But let seriousness follow (7). 

8 Bowie (1993, 359-60) rightly allows that the Aóyo: here could be either spoken or 
sung and Bartol (1993, 46—47) notes a number of instances where Greek authors— 
albeit not the elegiac poets themselves—seem to use the verb Aéyew to refer to the 
content of elegiac verses and de(8ew to refer to their mode of presentation, similar to 
the difference in epic between &vvémew and de(8ew. 
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It seems a priori more likely that, when he encourages the partici- 
pants to take up a serious theme ‘in turn’ (êv uépe)), the poet from 
Elephantine is referring to the traditional sympotic form of elegiac 
performance and has composed this stanza to prompt the transition 
from some initially playful poems on love and drinking to more 
serious compositions, presumably on political or philosophical 
themes. In any event, it is easy to imagine that these two complete 
five-couplet stanzas were composed by or for a symposiarch as a 
vehicle for outlining or recalling the procedures of a symposium, 
and in the case of the Elephantine poem, to signal the appropriate 
tone and content of the songs sung there. The five-couplet length of 
both poems, moreover, suggests that the songs sung by the other 
symposiasts were of equivalent length. This is certainly the case with 
the drinking songs (skolia) that were likewise performed in the 
round, both the more famous ones in lyric metres (for which see 
notes 17-18 below) and those of probably Hellenistic date, which are 
preserved on a first-century cE papyrus and were apparently per- 
formed in stanzas of four ‘mouse-tailed’ hexameters.? In the case of 
the hexametrical skolia in particular it is clear from the arrangement 
of the stanzas on the papyrus—each poem is separated by spaces 
and set down in alphabetical order according to the first letter of 
the first line—that this document, like the one from Elephantine, 
was designed as a prompt for sympotic performance. And each four- 
line stanza is separated from the next by the command ‘Pipe for 
me!’ (avAer uor), which suggests that the symposiasts marked the 
end of each individual contribution by a musical fanfare of some 
sort or perhaps by a repeated refrain.!? Each stanza, finally, is devoted 
to a single theme and half of the surviving examples are heavily 
marked by ring-composition in the first and last lines, for example 
(11-14): 


9 POxy. 1795. In a mouse-tailed hexameter the penultimate syllable is always 
short. 

10 Higham (1936) 314-15. 

11 Hopkinson (1988, 80-81 and 271-74) provides a convenient text and discus- 
sion. He notes (p. 271) that the content of these verses ‘has less in common with other 
surviving scolia...than with certain poems in the Theognidean collection (esp. 
1039-70b). 


76 Performance 


Avéd.os aùdòs enol rà 6€ Aúðia maíyuara Adpas 

ie Pela DE ES ana z 
kali] Bpólyı]os káAajos rà 8€ raúpea trúuTava movet: 
raÛra Cav ducat T pauar Kal órav amobdavay 


aùdòv dep kehas Üére wor Tapa moooi Àúpalv. 


The Lydian pipe labors for me and the Lydian ditties of the lyre 
And the Phrygian reed and the bull-hide tambourines. 

When I am alive I desire to sing these things, but whenever I die 
Set the pipe above my head and the lyre at my feet. 


These stanzas of mouse-tailed hexameters are shorter than the elegiac 
ones discussed in this study, but they do give us good insight into 
what a collection single elegiac contributions to a symposium might 
look like, especially those, like Mimnermus 1 or the Theognidean 
Ganymede poem, which offer a compact and rhetorically complete 
meditation. In fact any single stanza that displays strong ring- 
composition or the four-plus-one format would be a fit contribution 
to a round of single-stanza songs at the symposium, as long as it 
presented a complete idea and stayed within the thematic bounds laid 
out by the symposiarch, whether these be broadly established—as in 
the ‘serious’ themes decreed by the Elephantine poem—or dictated 
informally by the sequence of contributions that have preceded it. 


4.2. GENERIC 'CITY-POEMS' AS VEHICLES FOR 
POLITICAL DEBATE 


We can see amidst the flotsam and jetsam of the Theognidea the 
outlines of the kind of serious, communally performed poems that 
the Elephantine poet seems to imagine. Near the start of the ‘Cyrnus 
Book we find two five-couplet stanzas in close proximity (39-48 and 
53—62) that record different opinions about the cause of an impend- 
ing political disaster in the city. The first (39—48) appears in the 
collection directly after the seal-poem discussed in the previous 
chapter: 


Küópve, xver mróAis ðe, 8é80uca. Õe uù) Tén àvàpa. 
40 evdurtipa kaks oppios ńuerépns. 
àcroi pev yap € olde caddpoves, vyyeuóves 0€ 
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; S 2 
Terpádarat ToAAny eis kakóTyTa meceîv. 

oùðeuiav nw, Kúpv, ayaot mów wdecav åvåpes, 
AAN Grav bBpilew roto kakotow dên 

Ojuov re Pbeipwor ikas T adikorar ow 45 
oikeív kepOécov elveka. Kal kpáreos, 

y \ ein (2 , 

€Amreo u) Onpov krewny móàw àtpeuieoha 


pnd ei viv keîrar TOAAH ev ovy .. 12 


Cyrnus, this city is pregnant and I am afraid she will give birth to a man who 
will set right our wicked insolence. These townsmen are still of sound mind, 
but their leaders have changed and fallen into the depths of depravity. Never 
yet, Cyrnus, have noble men destroyed a city, but whenever the base take 
delight in outrageous behaviour and ruin the people and give judgments in 
favour of the unjust, for the sake of their own profit and power, do not 
expect that city to remain quiet long, even if it is now utterly calm... 


Editors and commentators have assumed, as I do, that the vocative 
(Kópve) in the initial position of line 39 as well as the clear change in 
subject (politics) and linguistic mode (meditation) marks the begin- 
ning of a new poem.!3 These five couplets, moreover, comprise a self- 
contained and coherent stanza of the Theognidean type discussed in 
Chapter 2: four couplets of meditation followed by a single one of 
exhortation to a recommended mental state. Compare for example, 
the prohibition at the start of the final couplet here (47 £Xreo u... 
mów árpepíec0a4) with the one that appears at the end of the poem 
on dangers of aristocratic miscegenation discussed earlier in Section 
2.2 (191—192: oic uù Oavpale yévos ... uavpoto0a). 

The poet also frames verses 39—48 with a sophisticated bit of ring- 
composition. In the first couplet, ‘this city’ is likened to a pregnant 


12 Lines 39-48 are followed in the Theognidea by two additional couplets (49—52), 
which in their present state cannot stand alone as an independent composition or the 
beginning of another stanza. The first of the two is dependent syntactically on the 
imperative in the final line of the stanza quoted here, and the mention of ‘this city in 
the very last line (52) must refer to ‘this city’ in the first line (39). I believe (but 
cannot prove) that these couplets are the ruins of a second stanza designed to follow 
29-38, because they begin (er àv rotow Kakoior did’ dvüpáci rara yévgra)) in a 
manner similar in form to the protasis of a condition that Tyrtaeus often uses to 
begin a new stanza, e.g.: (10.11-12) et 8' oóvws avdpos TOL dAwpeévovu oùðeul apn | 
yivera ob7 aidas... Note the parallels between raóra and odtws, and generic use of 
dvÓpáci and dvópós. At the end of the next chapter I argue that an earlier version of 
the second stanza of Tyrtaeus 12 also began in similar fashion. 

13 Every edition I have consulted begins a new poem or section at line 39. 
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woman, who has not yet experienced her labour pains, and the poet 
expresses fear for her future. In the last couplet he repeats this same 
idea in the form of the prohibition discussed above: 


Küópve, xver 70s Woe, S€dorxa 8€ u) TERT dvópa. (39) 
&Xreo u) Snpov keívqv móÀw atpeptecbat (47) 


But by a clever sleight of hand the poet has, in fact, tricked us: the 
framing verses of the stanza do not, in fact, refer to the same city. 
Although the poet repeats the word zóXis in the first, fifth, and final 
hexameters, he subtly but effectively contrasts 'this city' (39), which is 
presumably Megara or the city in which these verses are being sung, 
with a hypothetical city, introduced at the very middle ofthe stanza (43, 
also a hexameter) as a way to explain his apprehension (the asyndeton 
here having the force of yáp): “For never yet have good men destroyed a 
city [i.e. any city]? The poet then asserts (again in a negative expression) 
the conditions under which 'any city' might be destroyed, closing with 
the sad thought that if these conditions are fulfilled, there can be no 
hope or expectation that 'that city' (47) will survive. Syntactically he 
must be referring here to the hypothetical city raised at the center ofthe 
poem, because he uses the demonstrative pronoun xeívqv (‘that city 
ie. the doomed one imagined in the fifth line of the stanza), to 
distinguish it from rós $jóe in the first line (‘this city here’), and 
because at lines 43 and 47 he deploys the word Ais (both times in the 
accusative case) in the same position in the hexameter. 

There follows close by in the ‘Cyrnus Book’ another stanza con- 
cerned with the fate of the city, that pointedly disagrees with the one 
just examined (53-62):14 


Kópve, móAus uev € 0e móAis, Aaol dé 07) dAdo 
"APP dcr A 
ot mpóol oUre ikas yjóecav ovTE vóuovs, 
55 GAN dugi mAevpatot opas alya@v karérpipov, 

€£c) Ò wor €Aadoi THOS évéuovro mróAeos. 

kai vov eto ayaboi, IHoAvmratón: of è mpiv éo0Aoi 
viv dewdol. Tis Kev TabT àvéyowr. écopów; 

aAAjAous © ararðow èr adAjAowot yeAóvres, 


» 2 , 23»: 1 > > A 
60 obre kakàv yvopas ei8óres oUr. ayabav. 


14 West (1992, ad loc.) and Gerber (1999, ad loc.) follow the communis opinio 
when they print these lines as the first part of an eight-couplet poem (53-68). 
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pndéva Tavde piov mord, IoAvmaión, üáordv 


ek Oupod xpetns ovveka wndemiys: 


Cyrnus, this city is still a city, but the people are different, people who 
formerly knew neither justice nor laws, but wore tattered goatskins about 
their sides and lived outside this city like deer. And now they are noble, 
Polypaides, while those who were noble before are now base. Who can 
endure the sight of this? They deceive one another and mock one another, 
knowing neither the distinctive marks of the base nor those of the noble. 
Make none of these townsmen your sincere friend, Polypaides, because of 
any need. 


This stanza is designed much like the first city-poem (39-48). In both 
the poet addresses Cyrnus at the start of the first line, provides four 
couplets of meditation on the political health of ‘this city, and then 
closes with a single prohibition in the final couplet. This second city- 
poem (53-62) also shows signs of ring-composition. The reference to 
‘these citizens’ at the end of the final hexameter (ravée... doro), 
for example, refers back in summary fashion to the ‘people’ (Aao?) 
mentioned at the end of the first, as does the appearance of the 
vocative JToAvraió in the final hexameter, which recalls Kópve in 
the first. Indeed, the final hexameter, with its prohibition and voca- 
tive is yet another example of what seems to be a stock Theognidean 
marker of closure. Note too how the combination of Cyrnus' patro- 
nymic and the word dor#y at line-end closely match the final 
hexameter of the Theognidean poem about miscegenation: 


pndéva Tavde dirov toed, IToAvraión, üoràv (61) 
otw uù) Oavpale yévos, IHoAvmaión, àoràv (191) 


This second city-poem, then, seems to have been composed as a 
typical Theognidean stanza. 

How, then, might we explain the close resemblances between these 
two city poems? I suggest that the second city-poem (53-62) was 
composed in reaction to the first, in the kind of catena simposiale that 
scholars often imagine for elegiac performance at a symposium.!5 
Indeed, it not only recalls the first city-poem, it also critiques it by 
identifying a different threat to the city. The first poem made it quite 
clear that ‘these citizens (do70/) are still of sound mind’ and that the 


15 The term is borrowed from Vetta (1980) xxviii-xxxi. 
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leaders of the city are to blame for the current civic woes (41-42). In 
the mid-stanza description of the hypothetical city, too, the citizens 
are absolved from any blame, when the poet tells us that the kaxoi 
ruin ‘the people’ (45: 8540s). The sources of evil are, in short, neither 
‘the citizens’ nor ‘the people’. In the second city-poem, however, the 
poet says somewhat enigmatically that 'this city is still a city' but the 
people (53: Aao() have changed, a group that is likewise equated at 
the end of the poem with the citizens (61: àcróv). The singer's 
position has, in short, either changed radically or (more likely) the 
song has at this point been taken up by another performer: in the first 
poem the citizens are of sound mind and implicitly good, but the 
political leaders are bad, whereas in the second poem ‘this city is still 
a city, Le. it still has the same political institutions, but it is now 
endangered because the citizens themselves are of a different (and 
inferior) type. 

The composer of the second city-poem artfully uses responsion to 
underscore this contrast in opinion, by imitating and conflating the 
form and wording of the opening verses of the first city-poem: 


Kópve, ie móAus de, S€doika ðe uù) Téry dvÓpa. 
eoÜvvrijpa. kaks UBptos HueTepys. 

adoro uev yàp & olde caddpoves, rjyeuóves ðe 
rerpádarat mov eis kakórqra meoetv (39—42) 

Kipve, móAs uev &0' 58e móds, Aaoi dé 07) dou, 


ol mpdo® ore ikas Hdecav oüre vópovs (53-54) 


The responsion is more complicated than we have seen before, but it 
is carefully wrought. The poet begins the second city-poem with 
Kupve, móùis uev E0 58e móAs (53), thus echoing the reference to 
‘this city’ in the first hexameter of the first city-poem: Kópve, kóei 
mods Ade (39). But not exactly. By overrunning the midline caesura 
with the repetition of the word 76A:s, the second poem calls attention 
to the close parallelism between the two stanzas, but also to the 
unsettling statement that follows: ‘but the people are different’.!® 


And here lies the cleverness of the repetition and its complexity: 


16 For consistency I give the translation of Gerber (1999) here, but the contrast 
between uév and ôé strongly suggests that Aaoi should be the predicate rather than the 
subject. Thus a better paraphrase (as I give below) would be ‘This city is still a city, 
but different men (ddor) indeed are (i.e. now) its people 
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the first line of the second city-poem also imitates the second couplet 
of the first city-poem. Indeed, the expression 7éAts uev E0 8e (53), 
recalls àoroi uev yap &0 olde (41) as well as Kópve, xev móAs 1j8e 
(39). And here the responsion is even stronger thanks to the closer 
parallels in the overall syntax ofthe couplet: both couplets (41—42 and 
53—54) are composed as marked comparisons (uev and dé) in which 
the allegedly non-offensive parties (41: àoroi and 53: wéAts) are 
defined in a brief predicate sentence that is closely followed in the 
same hexameter by a more ominous description of the alleged 
trouble-makers (41: $yeuóves and 53: Aaol) in a sentence that then 
concludes in the pentameter. To paraphrase: the first poet sings "This 
city is pregnant for disaster, for although the citizens here are still 
good, their leaders are depraved’ (41—42), to which the second re- 
sponds ‘This city is still the same city, but the citizens are now of 
a different sort’ (53-54). In the second case, the charge is—as 
we later learn—that the influx of rough-and-tumble outsiders has 
changed the citizen body to such an extent that it threatens the 
traditional political system. 

It is difficult, then, to avoid the conclusion that the beginning of 
this second city-poem was carefully designed to recall and then refute 
the assertions of the first. I suggest, moreover, that we can see in these 
two discordant city-poems the bare outlines of the kind of antagon- 
istic symposiastic play that we also find in the collection of Athenian 
skolia preserved by Athenaeus (695a),!7 where in close proximity we 
find two short poems, which begin in identical fashion: ‘In a myrtle 
branch I will carry my sword, as did Harmodius and Aristogeiton, but 
then end quite differently: (i) ‘when they slew the tyrant and made 
Athens a city of equal rights (icovóuovs 7’ Abnvas émowoórqv) ; and 
(ii) ‘when at the feast of Athena they slew the tyrant. Here the 
difference in expression is subtle, but important: for a radical demo- 
crat, the first version, with its mention of isonomia is preferable, 
whereas a singer with oligarchic leanings might prefer to describe 
the event as a squabble at a festival between two aristocrats that 
brought no real political change to Athens.!5 I suggest, then, that 


17 Lambin (1979) and Collins (2004) 112-24. 

18 Another pair seem to contend playfully over the superiority of hetero- or 
homosexual attraction (695d): "Would that I might become a lovely ivory lyre 
and that lovely lads might take me to join the chorus of Dionysus' and "Would that 
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these two skolia stand in the same relationship to each other as the 
two Theognidean city-poems: they appear close to one another in the 
collection and take up the same subject, but nevertheless seem to 
express significantly different political views. 

Were these two city-poems, in fact, composed at the same banquet 
with the second in immediate response to the first? It is difficult to 
say, since it is easy to imagine another scenario: the first city-poem 
became part of the traditional repertoire of Theognidean poetry, was 
re-performed regularly, and at some later point in time (perhaps a 
whole generation or even century later) another talented poet com- 
posed the second poem to refute or update the first, when political 
circumstances or opinions had changed. And then once both city- 
poems are in the repertoire, one can certainly imagine that they could 
be recited at the same event, especially if both of these contrary views 
still prevailed in the city. This is certainly what we must imagine for 
the repeated performances of the discordant Harmodius and Aris- 
togeiton skolia in classical Athens. A practice of combining old and 
new poems in sympotic performances may help explain, in fact, a 
number of chronologically dubious anecdotes about famous poets 
disagreeing with one another in their songs. Diogenes Laertius (1.6) 
reports, for example, that when Mimnermus wrote (Mimnermus 6) 
"Would that my fated death might come at sixty, unattended by 
sickness and grievous cares; Solon rebuked him saying (Solon 20) 
‘But if even now you will listen to me, remove this [i.e. verse] ... and 
changing it, Ligyaistades, sing as follows: “May my fated death come 
at eighty”.’!° Diogenes living in the fully literate Roman world pre- 
sumably imagines that Solon somehow disputed with Mimnermus 
from the printed page (‘when Mimnermus wrote’), an unlikely 


I might become some large new lovely golden jewel and that a lovely woman, whose 
heart is pure, might wear me? 


19 Translation by Gerber (1999) ad loc. For a recent discussion see Tuomi (1986). 
Plutarch, Comparison of Solon and Publicola 1.5 records another disagreement that 
Solon had with him about the ‘duration of life’ and cites Solon 21, which many 
scholars assume to be from the same poem as Solon 20. West (1974, 181-82) suggests 
that in Solon 20 the poet quoted Mimnermus' verses in his own poem before refuting 
him, offering as a parallel the manner in which Simonides 8.1-2 quotes Homer's 
simile about the leaves. The Homeric verses, however, by Simonides' time, if not 
before, had the status of an aphorism and Simonides does not challenge the truth of 
it, the way Solon challenges Mimnermus. 
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scenario in the sixth-century. The format of taking-up-the-song, 
however, suggests another possibility for this interchange, namely 
that famous songs like Mimnermus' were repeated at symposia and 
that, when Solon made his famous rebuke, he was in fact responding 
on the spot to a version of the Mimnerman poem that had just been 
performed by a person at his side. Thus when he says in his elegiac 
rejoinder ‘changing it, Ligyaistades, sing as follows’ he presumably 
directed his words to a fellow symposiast, who had just performed 
Mimnermus' poem. Such dramatic re-performance of the archaic 
repertoire is, indeed, one of the basic premises of the Theognidea, 
namely, that the original poet is present in the voice of those who 
take up his persona and repeat his verses. 

It seems, in fact, that Solon himself composed a poem that shares 
some of the language and concerns of the two Theognidean city- 
poems. Solon 4, the so-called ‘Eunomia’ fragment, begins with a five- 
couplet section that frets in similar ways about the future of ‘our city’ 
(1: juerépņ è móAs) and expresses fears that both the citizens 
(6: dorot) and the leaders (7: ńyeuóves) are acting in a manner that 
will doom the city:2° 


NAT yoy ES voy gas 
ýuerépn è móùis kara uev Atos oùmor derta 
atcav kai uakápwv Üeàv dpévas abavatwv 
Toin yàp weyabupos émíokoros óofpuomárpn 
ITaddas Abnvain xeipas 9mepÜev yev 
avtot 0€ Pbeipew ueyáAqv móAw adpadinow 5 
dortol BovAovrar ypńuaocı TrevOdpevor, 
(à poe - » + A € ^ 
ôńuov È syyeuóvov Gdikos vóos, otow éToîuov 
BBpios èk ueyáAns üAXyea modda malev: 
où yàp émíoravrai karéyew kópov ode Tapovoas 
>, ; a SEM Me I, 
evppoovvas Koopetv atòs ev Hovy 10 


Our state will never perish through the dispensation of Zeus or the inten- 
tions of the blessed immortal gods; for such a stout-hearted guardian, Pallas 
Athena, born of a mighty father, holds her hands over it. But it is the citizens 


20 Quoted by Demosthenes 19.254—56. Since this poem was inserted at a later date 
into the MSS of Demosthenes, it is not clear that the orator wanted all thirty-nine 
lines of the transmitted text to be read, since this would detract valuable time from his 
speech. MacDowell (2000, 312) suggests in passing that these first ten lines could have 
illustrated all the points that the orator wanted to make. Frankel (1975, 220) quotes 
and discusses lines 1—10 as if they were a discrete unit. 
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themselves who by their acts of foolishness and subservience to money are 
willing to destroy a great city, and the mind of the people's leaders is unjust; 
they are certain to suffer much pain as a result of their great arrogance. For 
they do not know how to restrain excess or to conduct in an orderly and 
peaceful manner the festivities of the banquet that are at hand. 


The rhetorical unity of this stanza is manifest: it is one long sentence 
divided into two sections, each of which contains a prediction fol- 
lowed by an explanation. The first (1—4: uev followed by yàp) predicts 
the benevolent intentions of Zeus and the other gods toward Athens, 
whereas the second and longer section (5-10: 8€ followed by yàp) 
depicts the malevolence and bad behavior of its citizens and their 
leaders and predicts much suffering for the city.?! The poet, more- 
over, highlights these parallel movements by repeating key ideas and 
words in the first part of each section: the destruction of the city (1: 
Huetépn... móAus ... oùmor óAetrou and 5: óÜe(pew peyaAnv móàw ... 
BovAovrat) and the varying mental states or inclinations of the divine 
and then human participants (2: dpévas, 3: weyabupos, 5: ddpadinow, 
6: BodvAovrat, 7: dduKos vóos and 9: oùx ... émioravTac).22 

There are signs, moreover, that this stanza was composed on the 
same generic model as the two Theognidean city-poems. The simi- 
larities in content are obvious enough:?3 the survival of the city in 
which the poet is performing (‘this city’ or ‘our city’) hangs in the 
balance of civil discord between different political groups. But there 
are some important formal parallels as well, although Solon’s treat- 
ment is more expansive at the start. In the first Theognidean city- 
poem (39-48), for example, the poet begins by describing the city in 
a single couplet (‘This city is pregnant, Cyrnus, and I am afraid 
lest...’), whereas Solon devotes two couplets to his city (1-4). 
Both poets place the word wéAcs in the nominative case in the first 
line, and then in the fifth they use the same word in the accusative 
case in the same sedes before the bucolic diaeresis. They then go on to 
discuss the city's citizens and leaders. The Theognidean poet does so 


21 Adkins (1985, ad loc.) notes the odd placement of the uév, in line 1 between the 
preposition and its object, which focuses our attention on the contrast between Zeus' 
intention and those of the citizens themselves (aoo: 8€). 

?2 Mülke (2002) 90-91. 

23 Tedeschi (1995, 34-39) treats both as part of the same tradition of symposiastic 
songs on political topics. 
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in a single couplet (2-3: dorol uev . . . #yewoves 8€), while Solon again 
doubles the length of his description, giving a couplet each to the 
aorot (5—6) and the 5yeuóvov (7-8). Solon also makes a boast that 
Athens will never be destroyed (1: ńuerépņ è móAs...obmor 
óAetrai) that is somewhat similar in its wording and fragility to 
the wishful Theognidean assertion at “Never yet...have noble men 
destroyed a city’ (44: oóüepíav mw... áyaÜ ol móAw aAecav avdpes )— 
indeed both poets go on to imagine just this kind of destruction under 
the current circumstances.?^ And both, finally, end their stanzas by 
stressing with similar phrases (Solon 4.10: 8avrós év ovyn and 
Theognidea 48: moù êv ovx) the civic calm that is at stake if the 
citizens and their leaders continue on the same dangerous path. 
Such parallels in content, language and stanzaic structure suggest 
that all three of these city-poems reflect a generic form of political elegy, 
one that takes for granted a pessimistic outlook for the continued 
survival of the city, while at the same time allows for radically different 
diagnoses of the cause. Thus the first Theognidean poem (39-48) 
asserts that the citizens (41: àoroi) are good, but the leaders (41: 
ýyépoves) are bad, whereas in the second poem (53-62) the citizens 
(53: Aaoi and 61: dorot) are to blame, because they are now drawn from 
a different class of people, who in former times dwelt in the rural areas 
clothed ‘in tattered goat-skins. And although Solon blames ‘the citizens 
themselves’ (5-6: dorot) for their foolishness and love of money, he 
emphasizes the culpability of the leaders (7: 1jyéuoves), by devoting two 
couplets, not just one, to their faults and ending with two powerful 
charges—of hybris and excess («épos)—that resonate widely with 
traditional Greek ideas about human self-destruction. Thus if we are 
to label the first Theognidean city poem as vaguely ‘democratic’ and the 
second ‘oligarchic’ in its outlook, this Solonic contribution seems (as he 
represents himself in some of his other poems) to fall somewhere 
in between: critical of both factions but tilting more of his ire towards 
the political elite in Athens.?5 Solon's city-poem is, of course, just the 


24 Trwin (2005) 227. 

25 Nagy (1985) 42-46. Tedeschi (1995, 35-38) thinks that the first Theognidean 
poem (he does not discuss the second) represents an aristocratic ideology and Solon 
4 a democratic one, and Irwin (2005, 226 n. 61) suggests that we should think of 
'sympotic capping games. 
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opening salvo in a much longer poem that seems to be composed in 
stanzas and that goes on to dissect Athens' political problems in much 
greater detail and then to describe the benefits of good rule ( Eunomia).?6 


4.3. A FRAGMENT OF A THEOGNIDEAN CHAIN 


The remains of another interactive sympotic performance seem to 
survive at Theognidea 467—96 (= Evenus 8a), a long fragment which 
scholars usually take to be a single poem.?” They have not, however, 
appreciated the fact that these thirty verses separate fairly easily into 
three stanzas. The first runs as follows (467—76): 


, Ao ; , $3.64 
pndéva TaVS áékovra uévew karépuke TAP HUEY; 
wy, na? 3 ARD TL 
pnde 0ópate kéAev' ook éÜéAovr iévav 
» 048 0» 2 7 "NAMES 
pnd evdovr’ énéyewe, Miwwvidn, óvrw' av uv 
pare . " 
470 Owpnyhévr otv uaMDakós Davos éM, 
MK UM ; "NOV ; 
pnde TOv üypumvéovra kéAev' áékovra kaÜeó8ew. 
PEE ^ A $ o» s 
Táv yàp ávaykatov ypu avinpov edu. 
P > p M ; 
TO mivew Ò éÜéAovr. TapacTadov olvoxoeírox 
"P , , PE ^ 
où maoas vókras yiverat áfpa mabeîv. 
AG et "" zoom 
475 avTap éyw uérpov yàp xw pedAundéos otvov 


e / n » 297 
UTTVOU AÀvoikákov Mn ooa. oikað LWV. 


Don't hold back anyone of these so that he remain with us against his will, 
don't tell anyone to depart who does not want to, don't waken from his 
sleep, Simonides, anyone of us who, fortified with wine, has been overcome 
by gentle sleep, and don't tell one who's wide awake to sleep against his will. 
All force is disagreeable. And let (a slave) stand by and pour wine for him 
who wants to drink; it’s not possible to have a good time every night. But I'll 


?6 For a full discussion, see the end of the previous chapter and Appendix II. 

27 See e.g. Harrison (1902, 116) for the communis opinio at the turn of the last 
century (‘most scholars have thought it to be a complete elegy’), and the more recent 
assessments ad loc. of van Groningen (1966), West (1992) and Gerber (1999). But 
others have worried that lines 493—96 at the very close of the poem seem to contradict 
views taken earlier; see e.g. Garzya (1958) ad loc. Since Aristotle twice attributes line 
472 to Evenus of Paros, many scholars think that this poem was composed by him, 
but the problem is complicated by the fact that there were apparently two 5th-cent. 
Parian poets of this name, presumably grandfather and grandson. For discussion, see 
Bowra (1934), Carriére (1975) 160—62, and the introduction to Ch. 6. 
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go home—T've had my limit of honey-sweet wine—and I'll take thought for 
sleep that brings release from ills. 


In these ten verses the speaker addresses five imperatives to Simoni- 
des in his role as symposiarch or host and gives him advice about 
what he should and should not do with regard to the guests at his 
apparently late-night party. In addition to the imperatives, other 
deictic markers, such as the vocative and the specific references 
to ‘these men here’ (467) and to ‘us’ (467 and 470) give the vivid 
impression that we are present at the symposium.?? These four 
couplets of exhortation are followed by a single summary verse 
expressing the intention of the speaker (emphatically introduced 
with aùràp éyó) to go home and sleep it off (85-86). This is, in 
short, a good example of the four-plus-one configuration of a single- 
stanza poem that we have seen before in the Theognidea, but here in 
reversed form: a series of exhortations capped by a single meditation. 
The poet also frames the stanza with some ring-composition. He sets 
up, for example, one of the main themes of the poem—knowing 
when its time to drink up and go home—by repeating the verb ‘to go’ 
at the very end of the first and last pentameters (468: 0ópa£e . . . iévoi 
and 476: oikað iwv) and he knits the body of the stanza together 
formally by focusing on the willingness or unwillingness of the 
individual symposiast in a clever pattern of repetition and alterna- 
tion: déxovra pévew (467), Qúpače...oùk é0éAovr tévar (468), 
dékovra. kaÜeóGew (471) and và mívew Ò éüéAovr. (473). These ten 
lines, then, seem to be a neatly composed and well-balanced stanza. 
The fragment continues on for twenty more verses (477—96): 


4 rears , E , 
kw © ws otvos xapiéoraros avdpi memóoÜau 
» "e AOT. ; 
oUre Ti yàp vijóe ove Aiqv ueÜbov: 
a wen es ; ; ; "v A 
ôs © àv brepBadrAyn móotos uérpov, odKETL ketvos 
Beas my erreur, 
Ths abTobd yAwoons kaprepós o08€ vóov: 480 
x 2> 7 V AT ; "n 
petras & ámáAapva, rà vijóoot yiverat atoxpá, 
(Sn - sey og , 
aidetrar Ò épðwv ovdev, órav webby, 
CE: OV SAN CSS E 
TÒ Tpiv wv owdpwr, TOTE viymios. GAAa od rara. 
L4 M a? 5 € /, 
ywcookov uù) Tiv. otvov omepBoAámv, 
GAN 7j mpiv weOvew brravictraco—pn oe Bidobw 485 


"E NL > / 
yaoTüp wate kakOov Aárpw Epyfré prov— 


28 Pellizer (1990, 179-80) suggests that this kind of deixis is typical of sympotic 
poetry tout court. 
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" oe vs TIT E ; 
7j rapeov u) tive. où Ò éyxee" roro uárauov 
, RA" , 
kcríAAeis alel ToUvekd, Tou weOveus: 
rae CAN EE , egy os 
ý èv yàp péperai dirorHaros, ý € mpdKerTat, 
490 Tijv 0€ Üeots omévóei, THY & emt xewós exei: 
> ^ > > > $3 / E d 
apvetoba © ook ofdas. dvixnros É ToL oóros, 
^ utr , ; na 
ôs modas Trivwy uh] TL uTatov épet. 
úueîs 9 ed uuÜctoÜe Tapa KpnTipt uévovres, 
ML y \ 3 , 
aAAjAwY épióas ùv arrepuKdpevot, 
see cD > PUTANS , 
495 els TO uécov hwvebvTEes Ouds évi kai ovváma cu: 


1 ; , — 
xovTws OvuTÓOLOV yívera oUk AyapL. 


I’ve reached the stage where the consumption of wine is most pleasant for a 
man, since I am neither sober nor too drunk. Whoever exceeds his limit of 
drink is no longer in command of his tongue or his mind; he says wild 
things, which are disgraceful in the eyes of the sober, and he’s not ashamed of 
anything he does when he’s drunk. Formerly he was sensible, but then he’s a 
fool. Aware of this, don't drink wine to excess, but either rise before you're 
drunk—don't let your belly overpower you as if you were a wretched hired 
help for the day— 

or stay without drinking. But you say ‘fill it up!’ This is always your idle 
chatter; that's why you get drunk. One cup is a toast to friendship, another is 
set before you, another you offer as a libation to the gods, another you have 
as a penalty, and you don't know how to say no. That man is truly the 
champion who after drinking many cups will say nothing foolish. If you stay 
by the mixing bowl, make good conversation, long avoiding quarrels with 
one another and speaking openly to one and all alike. In this way a 
symposium turns out to be not half bad. 


The first of these two stanzas (477—86) takes up a related sympotic 
theme, but it differs from the one just discussed: the contrast between 
sobriety/wisdom and drunkenness/foolishness, a commonplace in 
sympotic discourse.? There is no more talk here of sleeping or 
waking, or of willingness and unwillingness. The verb ‘to be drunk’ 
appears at the end of the first and third pentameters (478 and 482) 
and before the caesura of the fifth (485), and in the first instance it is 
contrasted directly with the verb ‘to be sober’, with which it shares a 
medial rhyme (478): (vndwr...webdwv). The relationship between 
wisdom and sobriety is also key to the verbal echo between the 


29 Pellizer (1990) 177-95. 
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second and fourth couplets, where the summary command in the 
latter, ‘because you recognize these facts, don't drink wine excessively 
(483-84: uù mtv...omepBoAáóqv) recalls and echoes the general 
rule stated in the former (479-80): ‘whoever exceeds (ÓmepBáAM) 
his limit of drink, no longer has command of his tongue or mind: 
This five-couplet section also exhibits the A-B—A structure discussed 
in Chapter 2. It begins with the speaker's boast that he is neither 
sober nor drunk (A), then gives examples of the evils of inebriation 
(B), and closes with an exhortation to avoid excessive drinking or 
leave the party (A). 

Lines 477-86 cannot, of course, be a stanza in the sense that I use 
the term in this study—at least not in the form they have been 
transmitted— because the poet overruns the boundary at the end of 
it with a disjunction that begins at the end of one stanza (485: à 
qj... Umavioraco) and ends at the start of the next (487: 7j rapeov uù) 
rive). Independent textual evidence from Athenaeus suggests, how- 
ever, that these stanzas were once disconnected from one another. He 
preserves a version of the second stanza that differs significantly from 
the Theognidean one in the first and last couplets, that is, precisely 
where it joins the stanzas that precede and follow.3° In the case of 
the first couplet, modern editors like West have, in fact, adopted 
Athenaeus' text as the superior version:?! 


o > e a , ao 4 / 
kw Ò ws otvos xapiéora ros ávÓpi meróoha 


» ee, NV , 
ovre TL yàp výģwv obre Ainv pebúwv 


More importantly for this study, however, West rightly prefers Athe- 
naeus' #j«w at the start of the verse, instead of 7éw, on the grounds 
that the future tense in the Theognidean manuscripts arises from the 
mistaken impression of a later scribe that this verb refers to an 
'arrival' back home that is promised at the end of the previous stanza. 
In short, the Theognidean version assumes that the second stanza is a 


30 Athenaeus  428c-d. West (1992) prints, for example, Athenaeus 
výģæv...ueðúwv, instead of the Theognidean vidw...ueOvw because it avoids the 
elision after vydw. See Carriére (1975) 160-62 for discussion. Stobaeus 3.18.13 quotes 
the five-folder without the first couplet, but this would be consistent with his practice 
of editing out the personal and particular, since the first couplet has a first-person 
verb ‘I will come’. For Stobaeus’ methods, see Campbell (1984). 

31 West (1974) 155. 
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part of the same poem as the first. Athenaeus' version of the final 
couplet, moreover, differs in precisely the same way, for it leaves off 


the beginning of the disjunction (485: &àX ù) that ties the two final 
stanzas together in the Theognidean version: 


GAA 1j piv uebóew Dmavíoraco | (Theognidea 485) 


(‘... but either rise before you're drunk’) 


mpw peOvew dpén & dmavíoraco | (Athenaeus 10.428d) 
(‘But before you begin to get drunk, get up’) 


In other words, Athenaeus' version of these five couplets was 
designed to stand independently from the other two and probably 
circulated as a separate five-couplet poem,?? whereas the variants in 
the Theognidean version are apparently generated by a scribe or 
performer, who thought that all three stanzas were part of a single, 
continuous poem. 

The question arises then: did Athenaeus or his source extract the 
stanza from some version in the Theognidea and then rework the first 
and last couplet so it could stand independently? Or did a scribe 
copying the Theognidea ‘correct’ the opening and closing verses of the 
stanza so they fit together as a continuous poem? The latter of these 
two hypotheses seems more likely, because the opening lines of the 
last stanza suggest that it, too, was designed from the start as a 
separate poem. In the first place, it shifts the theme once again, this 
time from drunkenness to the foolish talk generated by it. And in a 
nice bit of ring-composition the poet insists that this is usually a two- 
way relationship: at the start of the stanza he berates the addressee 
(487-88): “But you say ‘Fill it up! This is always your idle chatter 
(robro watatov kwTiArers ated); that’s why you get drunk’ Later on at 
lines 491-92, however, he implies that foolish talk only starts after a 
man is drunk: “That man is truly a champion, who after drinking 
many cups will not say anything foolish (uý rı uáratov épet)-5? The 
final command to the whole group (neis) to speak well, if they 
remain at the party (rapà xpyrips uévovres), likewise recalls the first 
couplet, which began: ‘Or if you stay (7apeov), don't drink!’ 


32 So Carriére (1975) 160—62. 33 West (1974) 155. 
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The third stanza ends, moreover, with a simple declarative sentence 
that begins with a demonstrative adverb (496): 'And in this way 
(xo?r«s) a symposium turns out to be not without charm? We have, 
in fact, seen this kind of pentameter conclusion before, in Mimnermus: 


ottws dpyaAéov ypas é0nke 0cós (Mimnermus 1.10) 


xovtws ovuróoov yiverat oük üxapi. ( Theognidea 496) 


This last stanza, like the first, is mainly hortatory with a strong focus 
on the audience, first invoked as a single person with a possible 
drinking problem (487: o?), but then in the last two couplets as a 
larger group (493: óueis), a change that is a bit jarring. There are, 
however some good parallels among the archaic stanzas discussed 
earlier. Archilochus 13 begins with an address to a single man 
named Pericles (1) but ends with a second-person plural imperative 
(10: zAjre),34 and the final stanza of Tyrtaeus 11 begins with a series 
of single, third-person imperatives (‘but let him strike the enemy, 
etc.) but then closes, as this Theognidean stanza does, with a quat- 
rain that addresses a group of men (dyes) and advises them with a 
second-person plural imperative (35-38). 

Most scholars believe that Theognidea 467-96 is a complete poem, 
but as we have seen there is something peculiar and unsatisfying about 
the way these stanzas are linked together. Although they all share the 
same setting (a symposium) and give advice about sympotic decorum, 
the assumed status and personality of the speaker and the addressee 
seems to change. In the first, the speaker, who is about to leave the 
party and go home, seems to be speaking to Simonides as symposi- 
arch. In the second stanza, however, the speaker boasts of his own 
ability to strike the correct balance between sobriety and drunkenness, 
and warns the addressee not to drink to excess, but rather to stand up 
and leave before he gets drunk. This tone here—ofa close but annoyed 
friend—is at odds with the tone of the first stanza, in which the advice 
to the symposiarch is more polite and assumes that he is in control of 
himself and the party. The third stanza is more in line with the second, 
but in this case the opening command to stay and refrain from 
drinking seems to challenge the command at the end of the previous 
stanza to leave the party. And when we add to these discontinuities the 


54 West (1974) 16; see Section 2.1 above for discussion. 
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evidence that Athenaeus knew a stand-alone version of the middle 
stanza, it hardly seems rash to suggest (i) that they were, in fact, 
originally composed as separate elegiac contributions to a symposium, 
much like the single five-couplet poems from Elephantine and by Ion 
of Chios; and (ii) that in their sequence we might have evidence for 
how such sympotic poems responded to each other. 


There is, then, sufficient evidence to suggest that the kind of catena 
symposiale often envisaged by scholars for ancient elegy was paced by 
recurring contributions of single five-couplet stanzas. Indeed, it 
would certainly fit the egalitarian ethos of the symposium, if each 
singer were limited ahead of time to the same number of verses. It 
would also serve another practical purpose: as one person was sing- 
ing his five-couplet portion of the chain, his companions could 
calculate how soon they themselves needed to be ready to perform 
their own contributions. This scenario would also fit the case of the 
hexametrical skolia preserved on papyrus, which as we saw earlier 
were all four verses in length. If the five-couplet stanza was, more- 
over, the working unit in elegiac performances of this type, then 
we might surmise that many of the individual stanzas analysed in 
Chapter 2 may have been composed for precisely this kind of setting, 
especially those in the A-B-A form or those that have four couplets 
of meditation followed by one of exhortation, that is: stanzas that seem 
to encompass a full elegiac thought or movement. The two-stanza 
seal-poem at the start of the ‘Cyrnus Book, on the other hand, 
suggests that when symposiasts singing to the tune of an aulos 
‘took up’ the elegiac song in turn, they might on some occasions— 
presumably at the direction of the symposiarch—have sung a pair of 
five-folders, one of meditation followed by a second of exhortation. 
As we saw at the end of Chapter 2, Mimnermus 2 may also preserve 
the remains of a pair of elegiac stanzas, the second of which was also 
apparently designed to explain (11: yap) the sentiments of the first. 
Imagining paired stanzas as a single contribution also makes good 
sense and by the same logic, since these are the two essential parts of 
an elegiac poem and if individual symposiasts were required to 
register a full elegiac opinion in the span of a single turn—a likely 
assumption—they could just as well have performed a two-stanza 
contribution, one to explain and speculate and another to give advice. 


5 


Improvisation 


We can detect another kind of polyphony in the extant fragments 
of archaic elegy, one that evolves over long stretches of time as 
one generation re-performs and improvises upon the favorite elegiac 
songs of the past.! It seems clear, for example, that fourth-century 
Athenians informally recited the elegiac verses of Tyrtaeus, Solon, 
and 'Theognis at their symposia, apparently in a context that 
allowed for improvisation.? And since a number of the extant frag- 
ments of archaic elegy survive only as quotations in the texts of 
fourth-century Athenian writers, it is unavoidable that we ask 
whether these fragments record an earlier—perhaps even original— 
archaic performance (memorized carefully over the intervening cen- 
turies) or whether they reflect a more recent improvisation upon a 
traditional poem in private symposia, a venue which presumably 
would allow adaptations over time, while preserving the general 


1 T use the terms 're-performance' and ‘improvisation’ interchangeably to refer to 
the later and often creative performances of a traditional song or poem, following the 
lead of e.g. Herington (1985) 5—7 (the re-performance of Alcman in Sparta), Nagy 
(1985) 34-36 (‘Theognis’ in Megara) and Kurke (1991) 5 n. 17 (Pindar in Athens). 
Collins (2004, x-xi) defines ‘improvisation’ as ‘the recomposition of both traditional 
and invented material at the level of diction, formulae, phrases, and so forth, 
rearranged in a novel way during a live performance’. 

2 See e.g. Young (1964) 311-12, and Herington (1985) 48—50, on the reperfor- 
mance of Tyrtaeus in Sparta and Athens; Rösler (1980) 87-89, on the reperformance 
of ‘Theognis’; and Henderson (1982) 25, and Lardinois (2006) 17-22, for Solon. 
Allen (1993) 59-60, suggests that the version of Mimnermus 5 recorded at Theogni- 
dea 1020—22 represents a later reperformance of that poem. The recent realization 
that there were in antiquity two different versions of the end of Sappho 58 suggests 
that her poetry was also reperformed and improvised in symposia; see Gronewald 
and Daniel (2004) and Lardinois (2006) 24 n. 23. 
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content of the poem and the persona of the archaic personality.? This 
is a complex question. In some cases, for example, when Demos- 
thenes asks a court official to ‘take and read’ Solon 4, it seems likely 
that he had access to a written text of the poem.* And indeed, this is 
something we might expect in fourth-century Athens for the text ofa 
famous elegy composed by such an important culture hero. But even 
in the case of Solon we find significant variations in the texts of his 
fragments. The second line of Solon 22a, for example, is preserved in 
one source in a more archaic and Ionic version, but also by Aristotle, 
who in his Rhetoric seems to quote (probably from memory) a more 
prosaic, Attic version.5 The situation is perhaps less obvious, how- 
ever, in the case of Tyrtaeus, a Spartan poet popular in private 
Athenian symposia of the classical period, a time and place where 
there was presumably less pressure or desire to recite a written or 
closely memorized text and more incentive to update and revise the 
poetry to reflect new historical and social circumstances.® At this 
point, then, a second question arises: can we find evidence for 
this kind of creative re-performance or improvisation in the extant 
corpus of Greek elegy? 


3 See esp. Nagy (1985, 34-36), who argues that ‘Theognis represents a cumulative 
synthesis of Megarean poetic traditions’ from the end of the 7th cent. to the second 
Persian invasion in 480. Nagy (1990b, 52-54) frames his discussion even more widely 
by claiming that ‘various types of archaic poetry, such as the elegiac tradition 
preserved by Theognis, make their bid for Panhellenic status considerably later 
than Homeric and Hesiodic poetry and that in the case of the Theognidea this is 
accomplished by ‘on-going recomposition' of a sort that is parallel in its effect to the 
oral recomposition of epic poetry. 

^ Demosthenes 19.254; see Henderson (1982) 24—25, Bowie (1997) 55, MacDowell 
(2000), and Appendix II below. Whether Demosthenes was correct in believing that 
Solon 4 was actually composed by the historical Solon, is another matter, for which 
see Lardinois (2006). Regarding the question of an official Athenian text or a formal 
Alexandrian edition, we should probably understand that as in the case of the Attic 
tragedians, the former became the basis for the latter. Indeed, Dirk Obbink reminds 
me that the lists of Solon's works in Diogenes Laertius and the Suda imply a schema 
of division that was favoured in Alexandrian editions and that the grammarians and 
lexicographers who quote Solon must have had some standard edition to cite from. 

5 Lardinois (2006) 21-22. 

$ Indeed, there is even evidence that in their desire to make Tyrtaeus their own, 
Athenians in the classical period invented out of whole cloth the legend that the poet 
was in fact originally an Athenian who had gone to Sparta to help out during a crisis. 
See Lefkowitz (1981) 38—39. 
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In the past, aside from a few rare cases of blatant internal disagree- 
ment or outright anachronism, scholars have had few analytical 
tools for teasing out different historical layers of performance and re- 
performance. A good example is the so-called doublets (nearly verba- 
tim repetitions of couplets) in the Theognidea. Nineteenth-century 
textual critics had traditionally argued that these doublets represented 
different scribal selections from a no longer extant and much larger 
elegiac corpus of gnomological sayings,” but in recent years another 
hypothesis has steadily evolved, namely that these doublets represent 
chronologically different phases of a centuries-long tradition of per- 
formance.? Take, for example, yet another version of the Theognidean 
city-poem discussed in the previous chapter ( Theognidea 1081—82b):? 


Kópve, ke móAs Hd, Ôéðorka è uù) TERY üvópa 
úfpiorýv, xaAerijs ńyeuóva orácvos: 

oA Nes rca cle ; ND ` 

dorol pev yap € olde caddpoves, ýyeuóves ðe 
TerpáQarat ToAAyy eis kakóryra meoctv. 


Cyrnus, this city is pregnant and I am afraid she will give birth to a man who 
commits wanton outrage, a leader of grievous strife. These townsmen are 
still of sound mind, but their leaders have changed and fallen into the depths 
of depravity. 


These two couplets are, of course, identical to the opening verses of the 
first city-poem discussed in the previous chapter ( Theognidea 39-42), 
with one crucial change in the first pentameter: the version that appears 
near the beginning ofthe ‘Cyrnus Book’ describes the object of fear as a 
man ‘who will set right our wicked outrage’ (40: e0Üvvríjpa Karis 
UBpros )erépns), while this version speaks of a man ‘who commits 
wanton outrage, a leader of grievous strife’ (1082: úßpiorýv, xaAerrüs 
yyeudova oráowos). The composer of this later version, in short, has 
removed the description of a potential tyrant, who might rise up as a 
cure for the hybris of the oligarchs, and has replaced it with one of a 
man who himself will be the perpetrator—not the regulator—of 
hybris.1° 


7 West (1974, 40-61) gives an excellent summary of this scholarly tradition. 

8 See e.g. Reitzenstein (1893) 60—65, Rösler (1980) 77-91, esp. 86-89, and Nagy 
(1985) 48-51. 

9 Reitzenstein (1893) 61-62, West (1974) 67-71, and Nagy (1985) 45-46. 

10 Nagy (1985) 45-46. 
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The first city-poem (49-38) seems, then, to have generated at least 
two different forms of elegiac reaction: the second city-poem (53- 
62), which follows it closely in the 'Cyrnus Book, and the verses 
quoted above, which appear much further on in the collection 
(1081—82b) and preserve the first four lines of it nearly verbatim. 
These differing reactions, I suggest, neatly illustrate the contrast 
between poetry produced by a communal performance, which en- 
courages antagonistic responses and corrections, and poetry pro- 
duced at a much later date, which is perhaps equally antagonistic 
but seems more derivative or aligned with a more or less carefully 
memorized text. Recall how the composer of the second city-poem 
(53-62) creatively echoes the language and form of the first two 
couplets of the first city-poem (i.e. the same parts repeated at 
1081—82b), without ever quoting either of them precisely. He also 
mirrors the overall form of the first city-poem: a full elegiac stanza 
with four couplets of meditation and a final one of exhortation. He 
seems, in short, to been a poet fully aware of the technique of stanzaic 
composition, who challenges the political ideas and matches the 
creativity of the first poet by composing a clever and poetically 
brilliant riposte. The second reaction (1081-82b), on the other 
hand, seems to have been an improvisation by a poet who re-performs 
and perhaps updates in minimal (but potentially significant ways) a 
partially memorized version of what we must imagine to have been a 
popular poem,!! but one whose version was nevertheless memorable, 
since it, too, was eventually written down and drawn into the Theog- 
nidean corpus. 

Scholars interested in elegiac re-performance have generally lim- 
ited their inquiry to doublets like these on the grounds that they 
alone provide the comparative data—a before and after snapshot, if 
you will—for this change from archaic oral composition to classical 
improvisation. I suggest, however, that knowledge of the various 
internal and external features of the five-couplet stanza will allow 
us occasionally to identify traces of such re-performances and im- 
provisations in our extant texts. This is possible primarily because 
the stanza along with the musical accompaniment of the aulos seems 


!! Nagy (1985, 45—46), for instance, suggests that this poet has a more 'Solonian 
stance) a term he borrows from Donlan. 
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to disappear from elegiac compositions sometime during the fifth 
century and thus provides us with an analytical tool, a kind of literary 
carbon-14 dating if you will, by which we can observe both the 
original stanzaic architecture and at the same time see to what degree 
it has decayed. In the best cases we can observe in a single text 
evidence of both stages of elegiac performance, an earlier one in 
which the boundaries of individual stanzas are strictly observed 
and a later one in which they are neglected. A striking example is 
found at Theognidea 699—718: 


, TP sore fu rd M 
nàýhe © avOpwTav áper1) uia yiverat 1jóe, 
mÀovretv: Tv È àAAov obdev dp Av ddedos, 700 
"UM , QURE ; ae 
ovo ef cwhpootryy uev &yows ‘PadapavOvos airo, 
tciova Ò etdeins Svovdov AioAM ec, 
6s re kai €€ Aidew TroAvidpinow àviABev 
meícas Iepoedóvqv aipvaAtoror Aóyois, 
4 Te Bpotots mapéyei AHOnv BAá&mrrovoa vóovo— 705 
y Xo gc, cA dod ; 
aAdos & obrQ Tis To0TÓ y émeópácaro, 
évtwa 0) Üavároio uéAav védos audixadrvym, 
EA Ò és oxiepóv xàpov arophiuévwv, 
kvavéas Te TUAas mapapeüjerau al re Üavóvrow 
puxds etpyovow kaímep àvawopévas: 710 
AAN dpa kákeiÜev máAw 1jÀvÜe Liovdos pws 
és pdos heALov ogot mroAv$ópooóvais — 
TP ; "e "e 
000. ei peddea uv mrovo(s êrúuoirow Ópota, 
E y > ay are > , 
yAàccav exc ayabyv Néoropos àvriéov, 
ckorepos & einoba 7édas raxeQv Äprviðv 715 
WP fea a EA 
kai Tatdwv Bopéw, rÀv adap eioi móóes. 
SX x LY ; , , 
GANG xp?) TAVTAS yvøunv TadTyV KaTabéobat, 


€ ^ / ^ » " 
Ws TÀOÛTOS tAciornv TAOL EXEL Svvapuv. 


For the majority of people this alone is best: wealth. Nothing else after all is 
of use, not even if you have the good judgement of Rhadamanthys himself or 
know more than Sisyphus, son of Aeolus, 


who by his wits came up even from Hades, after persuading with wily 
words Persephone who impairs the mind of mortals and brings them into 
forgetfulness. No one else has ever yet contrived this, once death’s dark cloud 
has enveloped him and he has come to the shadowy place of the dead and 


12 Much of what follows first appeared as Faraone (2005a) 253-56. 
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passed the black gates which hold back the souls of the dead, for all their 
protestations. But even from there the hero Sisyphus returned to the light of 
the sun by his cleverness. 

(Nothing else is of use), not even if you compose lies that are like the truth, 
with the eloquent tongue of godlike Nestor, and were faster of foot than the 
swift Harpies, and the fleet-footed sons of Boreas. No, everyone should store 
up this thought, that for all people wealth has the greatest power. 


The isolated section in the middle of this poem contains a digression 
on Sisyphus' legendary journey to the underworld. The trigger for 
this narrative is, of course, the passing mention of the hero in the 
catalogue that surrounds it. This inserted narrative seems to be, in 
fact, yet another kind of elegiac set-piece, similar to the stanzaic 
priamel and prayer discussed in Chapter 2: it is precisely five couplets 
long and framed by the repeated description of the hero's successful 
return from Hades, each time stressing his great cleverness (703: d£ 
Aióec moAviópimow àvA0ev and 711-12: «áketÜev máAw TjÀvOe... 
odo. ToAvdpoatvais).13 

Commentators have observed that all twenty verses work ex- 
tremely well as an independent poem, beginning and ending with 
the assertion that to humankind wealth is the greatest thing (700: 
mAoutetv and 718: zAoóros).!* Carriére points out, however, that, if 
we remove the digression on Sisyphus, the remaining five couplets 
work even better as a concise and well-ordered priamel:!5 


, TP REGE P 
nmÀhhe © àvÜpoymov áper1) uia yiverar WOE, 
mÀovretv: rõv 8 dAAwY obdev àp Hv òdedos, (700) 
"^ , Y ned col ; x4 
000. ei co pocóvqv pev éxois PadapavOvos aro, 
mAetova. Ò etdeins Stavdov Alodidew, 
"TP \ Mi T 
oto’ ei fevdea pev Toots éróuowcw ópota, 
? " 2o nio NZ >, / 
yÀ&occav éycov ayabnv Néoropos àvriféov, 
ckÜrepos Ò einoba róðas rayeðv prviðv (715) 
XC rry ; moy "T 
kai Taldwv Bopéw, Tav adap eloi móôes. 
YN Dips ur ; , , 
AAAA xp) Távras yvóounv raórqv KaTabéobat, 


€ ^ / ^ ” " 
ws TÀOÛTOS TÀELOTNV TAOL EXEL úvauıv. 


13 [n Appendix I, I suggest that Mimnermus 12, which narrates the journey of the 
sun after he disappears from the sky, probably preserves another stanza-long digres- 
sion of this sort. 

14 See e.g. Hudson-Williams (1910) ad loc., Race (1982) 67-68, and Henderson 
(1983) 86-88. 

15 Carriére (1962) 59. 
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For the majority of people this alone is best: wealth. Nothing else after all is 
of use, not even if you have the good judgement of Rhadamanthys himself or 
know more than Sisyphus, son of Aeolus, not even if you compose lies that 
are like the truth, with the eloquent tongue of godlike Nestor, and were faster 
of foot than the swift Harpies, and the fleet-footed sons of Boreas. No, 
everyone should store up this thought, that for all people wealth has the 
greatest power. 


This ‘original version’ of the poem begins with a general statement 
(‘Nothing else is useful’), and then offers us—as in the first stanza of 
Tyrtaeus 12—four mythic examples of natural gifts that are inferior 
to wealth: the wisdom of Rhadamanthys, the knowledge of Sisyphus, 
the eloquence of Nestor and the swiftness of the Harpies and the 
Boreads. And, like Tyrtaeus 12, this catalogue repeats (albeit here 
only twice) the same phrase 038 €... uev ... dé at the beginning of 
different hexameters, allots one example for each verse or couplet, 
with regular punctuation at verse-end, and features the penthemim- 
eral caesura in four of its five hexameters. Its rhetorical shape, on the 
other hand, conforms to another Theognidean pattern of compos- 
ition for single-stanza poems: four couplets of description followed 
by one of exhortation to a certain kind of mental activity, in this case 
to ‘store up the thought’ that wealth is best. 

The verses that surround the digression on Sisyphus (699—702 and 
713-18) were, in short, originally designed as a continuous single- 
stanza poem. I would suggest, therefore, that at some later point in 
time another performer inserted into this catalogue the digression on 
Sisyphus, which is itself a finely wrought stanza. Or to put it another 
way: this second performer combined two perfectly good elegiac 
stanzas into a single poem, but did so in a manner that suggests he 
was somewhat ignorant or careless of stanzaic technique, because he 
creates a ten-couplet poem with no internal boundary between the 
fifth and sixth couplet. This later poet was not untalented, of course, 
since he adapted the original catalogue and produced a new and 
different poem of high quality. Such a poem, moreover, would 
probably be an acceptable contribution to a sympotic performance 
that required a ten-couplet composition rather than a five-couplet 
one. A difficulty in the syntax suggests, however, that this improvised 
version of the priamel was an imperfect one, for the second protasis 
(713-15) has been moved so far from its apodosis in the first couplet, 
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that it is difficult to recall its syntactical relation.!6 Carriére noted all 
of this quite carefully, and decided that the digression on Sisyphus 
was a later scribal interpolation." But the apparent constraints on 
the compositional process—the poet uses full stanzas as his building 
blocks and creates a pleasing ten-couplet poem— suggest instead a 
case of creative re-performance, in which a later poet orally impro- 
vised an elegiac poem, by combining two elegiac set-pieces—a cata- 
logue and a mythological digression—with great industry and 
cleverness, but apparently without full understanding of or regard 
for archaic technique. 

Tyrtaeus 12, the longest of the poet's extant fragments, displays a 
similarly rich stratigraphy with regard to its performance history.!? 
Unlike Tyrtaeus 10 and 11 it is—with the exception of the very last 
couplet—entirely devoted to reflection and meditation, and thus seems 
more like a fragment of Solon or the Theognidea than of early martial 
elegy. In fact until relatively recently many scholars even doubted its 
authenticity and argued that it was entirely or partly a composition of 
the late archaic or classical age.!? Although I see no problem with the 
idea that Tyrtaeus composed an entirely meditative elegy, this old 
controversy over authenticity does, in fact, highlight some important 
stylistic inconsistencies in the fragment that suggest it, too, can provide 
a glimpse of two performances, an earlier composition by stanzas in the 
archaic period and a later, freer improvisation in classical times. One 
can with relative ease divide the first twenty lines of Tyrtaeus 12 into 


16 [n the translation given above, for example, Gerber (1999, loc. cit.) is forced to 
enclose 705-12 in dashes to indicate the discontinuity and then reiterate the syntax of 
the catalogue after the digression by inserting a parenthetical phrase (“Nothing else is 
of use’) to remind the reader of the wider construction. 

17 Carriére (1962) 59 and 116-17. Van Groningen (1966, 278-79), on the 
other hand, thinks that all ten couplets were composed by the same poet. The 
digression is, however, so inessential to the catalogue, that when Barron and East- 
erling (1989, 102) quote and discuss a translation of these verses, they leave out the 
Sisyphus section entirely, without mentioning it and without any detriment to their 
discussion. 

18 Much of this argument appeared earlier as Faraone (2006) 34—46. 

19 The fragment is preserved in Stobaeus in two sections: verses 1-14 appear in 
4.10.1 and the remainder of the fragment in 4.10.6. Plato quotes and/or paraphrases 
lines 1-20 at Laws 629a—30b and lines 1-12 at Laws 660e—661a. See Gerber (1970) 75, 
for bibliography and the current agreement on its authenticity. 
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two elegiac stanzas distinguished primarily on the grounds of theme 
and formal structure:2° 


"M / E y eae , 
oÙT àv uvgcatumqv ot7 èv Aóyq dvdpa riÜe(uqv 

obe Tod apeTis OUTE TaAayLoovrys, 
020. ef KukAdyrov pev éxyou uéye0ós re Binv ve, 

viko 86 Üécv Opyixvov Bopény, 
020. ef TiUcvoto $vrjv xapiéorepos «in, 5 

màovroin 6€ Midew kai Kwipew uáÀvov, 
020. ef TavraAM eo IIéAomos Baowebrepos ein, 

P 234g 7 , » 

yAdooav 8 Adpharov ueUuxóynpvv xou, 

000. ef rácav eyo óó£av TAH Üoopióos GAKis: 
a eg ny, , / 
où yàp avip ayabos yiverat v ToAdum 10 
vk Po an AD. UR "E 
ef uù) rerÀaín uev ópóv $óvov atpuaróevra, 
TYPE 

Kal Oniwy ópéyow éyytbev torápevos. 
vo sk tg 2 29.7 , 
NÒ apeTtH, T68 deÜAov èv avOpwmrotow &puorov 

; , ; , A 

kdddroróv re pépew yiverat avdpl véw. 
£vvóv & éo0ÀOv roro TéAnt Te mavti Te huw, 15 

oris avp ĉiaßas èv mpouáyoroi ém 

/ EMO Ars BENAS ; 

vwàeuéws, atoxpíjs è pvys èri mayxv Aá0nrau 

puyi kai Ovuòv TAnpova maphéuevos, 
Üapo?vy © &éreow Tov màņnoiov dvdpa mapeoros: 


A d DLA: > ^ 4 $ / 
obTos àvr)p ayabos yiverat êv TOE uw. 20 


I would not mention or take account of a man for his prowess in running or 
in wrestling, not even if he had the size and strength of the Cyclopes and 
outstripped Thracian Boreas in the race, nor if he were more handsome than 
Tithonus in form and richer than Midas and Cinyras, nor if he were more 
kingly then Pelops, son of Tantalus, and had a tongue that spoke as win- 
ningly as Adrastus, nor if he had a reputation for everything save furious 
valour. For no man is good in war 


unless he can endure the sight of bloody slaughter and, standing close, can 
lunge at the enemy. This is excellence, this the best human prize and the 
fairest for a young man to win. This is a common benefit for the state and all 
the people, whenever a man with firm stance among the front ranks never 
ceases to hold his ground, is utterly unmindful of shameful flight, risking his 
life and displaying a steadfast spirit, and standing by the man next to him 
speaks encouragingly. This man is good in war. 


20 Weil (1862, 9) and Frankel (1975, 339 n. 8) both pointed out that the first twenty 
lines of the poem are divided into two equal parts, which end in similar declarations at 
lines 10 and 20. For scholars who note that the first ten lines form a unit, see Ch. 2, n. 44. 
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These stanzas contrast two different kinds of men: the first describes 
those who have talents that fall short of the excellence necessary for 
war, whereas the second focuses—with the possible exception of the 
first couplet (a problem to which I will return)—on the best kind of 
fighting man. The contrast between these two sections, moreover, is 
signaled in the final pentameter of each stanza by the kind of formal 
responsion we have seen before in Tyrtaeus:?! 


où yàp àvr)p ayabos yiverat èv toAguw (10) 


odTos àvijp ayabds yiverat èv moàéuw. (20) 


As in the other cases of elegiac responsion discussed above, the nearly 
identical structure and wording serves well to highlight the differ- 
ences in content: these verses describe diametrically opposed kinds of 
men, the first unskilled in warfare and the second skillful. And in 
addition to their diverse content, the poet creates a striking formal 
contrast between these two stanzas. As we saw earlier in Section 2.3, 
he designed the first stanza as an independently coherent priamel, 
which sums up a list of potentially desirable human skills or traits 
only to reject them all as insufficient for the task of war: ‘I would not 
take account of him, . . . not even if he had a reputation for everything 
except furious valor.22 What we expect in the final pentameter of this 
priamel, however, is some kind of summary explanation for Tyrtaeus’ 
opinion, e.g.: ‘for such a man is not good in war’, an expectation that 
is doubly warranted by the wording of the responding final pentam- 
eter of the next stanza (20), which as we saw makes the opposite 
claim: ‘For this (oóros) man is good in war. 

But in fact the fragment, as it has been transmitted in the manu- 
scripts of Stobaeus, provides no summary statement at all and line 10 
spills over unimpeded into a conditional apodosis at the start of the 
second stanza. This necessary overrun of the stanzaic boundary is, in 
fact, unparalleled among the longer fragments of Tyrtaeus, but Weil 
found nothing amiss here, because he modeled his idea of the 


21 Plato (Laws 629a—30b) paraphrases lines 1-20 (see n. 28 below) and presumably 
he understood them to be a complete poem or rhetorical unit. Weil (1862, 9) notes 
that lines 10 and 20 both stand at the end of five-couplet ‘strophes’. Others have noted 
the closely parallel language: Jaeger (1966, 125—26), for instance, calls them ‘a 
beautiful archaic feature; while Campbell (1967, ad loc.) and Fowler (1987, 82) 
remark on the ‘verbal echo? 

22 Race (1982) 57-59 (‘one of the best known priamels’) and Adkins (1985) 74. 
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repeating five-couplet unit on the strophe of choral poetry, where 
sentences occasionally do run over the end of a strophe.?3 Additional 
oddities in the second stanza of Tyrtaeus 12 suggest, however, that an 
earlier boundary between these two stanzas has been obscured by a 
later re-performance.?* Indeed, the content of the first couplet (11— 
12: endurance of the sight of slaughter and lunging at the enemy) fits 
well at the start of a stanza devoted to a description of the man who is 
good at war, but only if we ignore the negation u) at the beginning of 
line 11. The standard interpretation of the stanza, moreover, (as 
illustrated by the text and translation of Gerber given above) ignores 
entirely the contrast between the deictic pronouns in line 13 (78... 
760) and the following roóro in line 15, and explains the ev in line 
11, as an early example of uév.. . ka, even though such a construc- 
tion is uncertain in Homer and extremely rare in early elegy.?5 

If, however, we ignore the u) in line 11 and the period that modern 
editors place at the end of line 12, a neat chiastic structure emerges for 
the second stanza, one that contrasts (with the dé in line 15 answering 
the ev in line 11) the personal glory that a young man gains for himself 
as an individual (àvópi vé at the end of line 14) with the common good 
that he provides to the entire state (An re ravrí Te Sj at the end of 
line 15). I suggest that the syntax of this hypothetical and presumably 
earlier version of the second stanza was organized as follows: 


Protasis A: ‘If, on the one hand (yév), he can endure the sight (of 
slaughter) and standing close lunge at the enemy...’ 


Apodosis A: ‘then, this is bravery, this is a prize (40 dpery, 768 
&e0Aov) ... best for a young mar’ 


23 Weil (1862, 10) points out that Pindar often runs a grammatical construction 
over the junction between two strophes, citing as an example the overrun boundary 
between the first strophe and antistrophe of Pythian 4. This is also true for the stanzas 
of Sappho and Alcaeus; see Slings (1991). 

24 We have, in fact, encountered in the last chapter two cases of apparently overrun 
stanzaic boundaries: (i) at the end of the first Theognidean city poem (line 48; see 
Chapter 4.2 for discussion) and (ii) between the last two stanzas of a putative poem 
(467—96) about when to stop drinking, where the Theognidean version overruns the 
boundary, but the one preserved by Athenaeus does not (see Section 4.3). 

?5 For the last, see ad loc. Campbell (1967), Prato (1968) and Gerber (1970), who 
all cite Denniston (1954) 374. But Denniston himself is diffident about the early use, 
e.g. ‘Homeric examples are not conclusive, as in them uév may be purely emphatic, 
and he cites Tyrtaeus 12.11—-12 as his only example from elegy. 
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Apodosis B: ‘but on the other hand (8£), this thing (todo, i.e. another 
thing, to be contrasted with the preceding 78 ... róð) is a 
common good (£vvóv éc0Aóv) for both the city and the people, 


Protasis B: ‘if someone stands fast and remains among the fore- 
fighters (doris àvi)p duaBas êv mpouáxovow pévy)’ 


In this hypothetical reconstruction of an earlier version of Tyrtaeus 
12.11-20 the poet praises and contrasts both the personal glory of 
charging—presumably single-handed— into battle against the 
enemy, as well as the communal virtue of holding one's place in the 
traditional hoplite formation and thereby preserving the collective 
safety of the army and the city. And he does so by making precisely 
the same contrast between offensive and defensive warfare—and 
indeed using some of the same language—that we saw earlier in the 
balanced responsion of the pair of stanzas at the end of Tyrtaeus 11.26 

That the second stanza once began, as I have suggested, with the 
protasis of a condition is made more probable by Tyrtaeus' practice 
elsewhere at the start of stanzas:?7 


> s 2 o 7 > D > po» 
ef Ò oùTws avdpds Tot dAwpévou ove! wp 
/ x» QV a» 3 7 / 
yíverat ot? aidws OUT éricw yéveos, 


Oupd ys népi THOSE paywucOa... (Tyrtaeus 10. 11-13) 


But if there is no regard or respect for a man who wanders thus, nor yet for 
his family after him, let us fight... 


35 ei 0€ púyn uev kpa ravqAeyéos Üavárovo, 
viknoas © aixujs àyÀaóv edyos EAN, 
mávres pav Tyr@ow...  (Tyrtaeus 12.3537) 


And if he escapes the doom of death that brings long sorrow and by his 
victory makes good his spear's splendid boast, he is honoured by all... 


?6 "Thus the type of fighter who provides a common good for the city is described in 
Tyrtaeus 12:16 as: doris dvijp duaBas èv mpouayoroi uévy (recall how Tyrtaeus 11.21 
introduces the defensive fighter: dAAd ris e 9iafàs uevérc)), and the one who gains glory 
for himself as (12.12): dniwy dpéyour’ éyybbev iorápevos (recall the offensive fighter in 
Tyrtaeus 11.29: àAAd. Tis éyyUs (ov avTooyedov kr ôýrov ávóp. éAéro). 

27 See also the beginning of the second stanza of Tyrtaeus 11 (discussed above in 
Section 3.2), where ‘those who dare’ (o? u£v yàp roAudor, cf. 12.11 eè... rerAaí uv) 
are contrasted with the frightened men in line 14 (rpeccávrev ©  àvópóv). 


Improvisation 105 


I shall discuss the second example below in more detail, but for the 
present I would stress the fact that within the rather small corpus of 
the longer Tyrtaean fragments we find two good parallels for a stanza 
beginning with a conditional prodosis that is framed in a single 
couplet and then followed by its main sentence. But there are no 
parallels for a sentence overrunning an obvious stanzaic boundary, as 
the received text of Tyrtaeus 12 demands after line 10. 

This putative earlier design of Tyrtaeus 12, then, makes much better 
sense of the uév ... óé construction and the contrasting pronouns (%8 

. 768° followed by rodro), and also takes into account the change in 
construction and content between the two stanzas. The first stanza, as 
we saw earlier in Section 2.3, is a complete priamel dense with mytho- 
logical allusions to the Cyclopes, Boreas, and others, which is so artfully 
constructed that were it stripped of its final couplet, we would have no 
idea that it is part of a martial elegy. The second stanza of Tyrtaeus 12, 
on the other hand, is more typical of martial elegy, with its detailed 
references to hoplite warfare and the Tyrtaean distinction between a 
soldier's offensive and defensive capabilities. I should stress the fact, 
however, that since Plato clearly knew a version of the fragment that 
overran the stanzaic border between lines 10 and 11,28 this putative 
earlier version of the second stanza was probably not altered by scribal 
lapse, but rather by the creativity of some re-performer in the classical 
period, who perhaps recalled the gist of the first two stanzas from 
memory (he preserves, for example, the responsion at lines 10 and 
20), but without full appreciation ofthe stanzaic boundary after line 10. 

In the second half of Tyrtaeus 12 we encounter more evidence for 
this kind of improvisation, in this case, at the internal border be- 
tween a pair of coordinated stanzas. The poet continues to describe 
the excellent fighter and the fame that accrues to him, but this praise 
appears in three distinct sections, the first and last of which seem to 
be complete five-couplet stanzas (12. 21—44):29 


28 Plato twice paraphrases or quotes lines from Tyrtaeus 12.1—20 and then offers a 
close paraphrase of lines 11-12 as Stobaeus reports them, once in the plural o? uù 
ToAUHowow mm ópáv $óvov apa Tóevra, | Kal Sniwv Ópéyowr eyyt0ev toráp.evot (Laws 
629e) and once in the singular Syiwy roioóros dv [= the just man] ópéyowr eyydbev 
taráp.evos, ddikos b€ àv uýTe ToAuQ ópóv $óvov atuaróevra (Laws 660e). 

29 Although they both divide up the fragment differently, Jaeger (1966, 122-23) 
agrees that line 35 begins a new section ofthe poem and Fowler (1987, 82) thinks that 
the second half of the poem begins at line 21. 
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aja 8€ ducpevewy avdpav érpele óáAayyas 
} no oy A ; 
TpnxXElas* omovójj © éoxeÜe kûua uáxns, 
RUE ; WO » , 
aùros & év mpouáyoroi meowv hidov eoe Üvpuóv, 
y \ n \ 2/9 Bey ook 
&oTv Te kai Aaods kai Tatép eükAetoas, 
25 ToAAa bia orépvovo kai domidos óujaAoécons 
2312/4 ; : , 
kai 61a OwpnKkos mpdabev eAndAapevos. 
Lg ay gy Venn hes P 
TOv & ddAodvpovrat êv duds véoi HOE yépovres, 
> rosy A 5 , , 
apyaréw 8é 760m váca Kéxnde móAs, 
a, Nm AR. Se y. T > 7 
kai Túußos kai maîões èv ávÜpcmrois àpionuot 
EN 5 Eos a he RM 
30 kai malĝwv males kai yévos é£oníoor 
o)0é more kAéos éc0Aóv amdAAuTat oùð dvow adrod, 
yi eSe ek lon XX rz "» 
arn imo ys mep wv yiverar àÜávaros, 
VTV aprorevovTa uévovrá re LapVvapevov TE 
fone: "ME. NM ap 
y'js népi kai malðwv Üoópos Apns óAMéoq. 
35 ei 0€ púyn uev kpa ravqAeyéos Üavároiw, 
P4 > > ^ > ^ 4 er 
viknoas © aixuijs àyÀaóv eüxos EAN, 
mávres pav TYLMOW, Opis vér HOE maAavot, 
ToAAa è repmvà Tabav épyerat eis Atv, 
ynp&okcv Ò aorotor uerampérmew ove TIS aUTOV 
40 Bramrew ob7’ aidots ovre irns e0éAeu 
; ORA ee ee ran 
mavtes Ò èv Ücokoicw Opis véow ol TE KAT avTOV 
elkovo èk xópns oi Te TaAaLdTeEpot. 
TaUTHS vóv Tis üvy)p apeTHs eis Akpov ikéohar 


Treipacbw Üviu uý peOrets moAéguov. 


He quickly routs the bristling ranks of the enemy and by his zeal stems the 
tide of battle. And if he falls among the front ranks, pierced many times 
through his breast and bossed shield and corselet from the front, he loses his 
own dear life but brings glory to his city, to his people, and to his father. 
Young and old alike mourn him, all the city is distressed by the painful loss, 
and his tomb and children are pointed out among the people, and his 
children's children and his line after them. 


Never do his name and good fame perish, but even though he is beneath the 
earth he is immortal, whoever it is that furious Ares slays as he displays his 
prowess by standing fast and fighting for land and children. 


And if he escapes the doom of death that brings long sorrow and by his 
victory makes good his spear's splendid boast, he is honoured by all, young 
and old alike, and many are the joys he experiences before he goes to Hades, 
and in his old age he stands out among the townsmen; no one seeks to 
deprive him of respect and his just rights, but all men at the benches yield 
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their place to him, the young, those of his own age, and the elders. Let 
everyone strive now with all his heart to reach the pinnacle of this excellence, 
with no slackening in war. 


If for the moment we ignore the four-line section in the middle, we 
find a coordinated pair of five-couplet stanzas, which describe in two 
different scenarios the honours that await the heroic warrior.?? In the 
first, the citizens mourn the soldier who falls fighting bravely on the 
field of battle (21-26) and they give honour to his children and tomb 
(27-30), whereas in the second, they honour and give deference even 
in old age (37-42) to the brave warrior who returns home alive 
(35-36). Tyrtaeus then ends this final stanza with the only exhort- 
ation in the entire fragment (43-44): ‘let each man try to reach the 
pinnacle of this excellence 

Tyrtaeus highlights the parallel themes of these two stanzas by a 
elaborate triple responsion of a similar half-hexameter, which de- 
scribes the actions of 'the young and old alike; a common Greek 
periphrasis for ‘everyone’: 


Tov Ò dAroddpovtTat uev Ouas véor AOE yépovres (27) 


mávres pv TYL@OW, óp.Os veor HOE TaAatol (37) 


mavtes & êv Üdókoiow Ops veo. of re kar aùròv (41—42) 


” 29 n er 7 
ELKOVO EK KWPNS Ol TE maAadTepot. 


Some scholars have argued that these repetitions are the signs 
of inferior poetry or scribal doublets,?! but their regular placement 
in the stanzaic architecture of the fragment suggests otherwise. In- 
deed, the third repetition at line 41 performs the same kind of double 
duty that we saw in the variations on the phrase évi mpopdyorcr 
meoovra in lines 1, 21, and 30 of Tyrtaeus 10: it creates a kind of 
echoing ring-composition between the second and fourth couplets 
of its own stanza (37: mávres uv uu ow, pas véow 41: mávres © ev 
daxovow duds véor), but at the same time it also looks back to the end 
of line 27, with which it stands in perfect parallel, each being the 
fourth hexameter of its own stanza. This triple responsion, moreover, 
throws into relief the significant words in the first half of each verse, 


30 So Fowler (1987, 82). 
31 Van Groningen (1966, 354—56), for example, believed that the transmitted text 
preserves and conflates two different versions of the end of the poem. 


108 Improvisation 


which directly contrast the different treatment of the heroic soldiers: 
they mourn the one who dies in battle (27: tov & óAoóópovra:), 
whereas they honour and yield place to the brave warrior who 
survives (37: uw vu cw and 41: èv 06ovow ... eikovo). 

But how, then, do we explain the quatrain (31—34) that I have 
isolated above between these two stanzas? 


e xac Ne aise sey Oe a ee 
oùðé more kAéos EoOAdv amdAAuTat oùð dvow adrod, 
BANS te Ac Ne SNNT m 
GAN 070 ys mep éov yivetar àÜávaros, 
ENEN- ; ; i nn 
vri” apiotevovTa uévovrá re uapvápevóv TE 


y'js népi kai malðwv Üoópos Apns óAMéoq. 


Never do his name and good fame perish, but even though he is beneath the 
earth he is immortal, whoever it is that furious Ares slays as he displays his 
prowess by standing fast and fighting for land and children. 


Since these four verses can be removed from Tyrtaeus 12 without the 
slightest disruption to the syntax or logic of the surrounding verses, 
Weil simply dismissed them without argument as a scribal interpol- 
ation from another poem,? and in the early twentieth-century 
controversy over the authenticity of Tyrtaeus 12, these lines were, 
in fact, suspected by some as a later fifth-century insertion into an 
original archaic composition? Indeed, the idea of post-mortem 
deification (‘he is immortal’) is typical of the epinician odes of 
Pindar,34 the epitaphs of Simonides,3> or the spirited poem at the 
end of the Theognidean 'Cyrnus Book, but are otherwise com- 
pletely unparalleled in the extant military elegy of the early archaic 
period, which instead promises personal honour and civic or familial 
safety as the sole rewards for bravery. The language here is, in fact, 


32 Weil (1862) 10. 33 See e.g. Jacoby (1918) 35-36 

34 Tarditi (1982) 272—74. See Faraone (2002) for the idea in Pindar that «Aéos can 
conquer death. Day (1989, 24 n. 61) notes how Pindar sometimes 'quotes' epigrams 
or epitaphic topoi in his epinician odes. 

55 Tarditi (1982) 273. See e.g. the end of Simonides Epigram no. 9 (Page) ‘by dying 
they did not die, since Arete by granting them kudos, leads them up from Hades. The 
word a@avaros in elegy always refers to the gods, except in this passage; see the index 
in West (1992) s.v. Loraux (1986, 113-15) shows that the immortality-theme in 
Athenian epitaphs is a topos of the post-Persian-War period. Jaeger (1966, 135—36), 
in fact, concedes the similarities between the quatrain and the epigram for the Athenians 
who died at Potidaea, but claims that the 5th-cent. poet is imitating Tyrtaeus. 

36 See e.g. Theognidea 237—54, the remains of two-stanza poem that uses the 
language of immortal fame to predict the effect of elegiac poetry. 
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that of eulogy, not elegy, and close parallels with the form?" and 
vocabulary?8 of late sixth- and fifth-century epitaphs suggest that 
these two couplets do indeed reflect the work of a poet of the classical 
period, who at the end of the third stanza— prompted no doubt by 
the mention of the warrior's tomb in line 29—added a fairly standard 
form of elegiac epitaph while re-performing this presumably well- 
known poem of Tyrtaeus. 

But regardless of the source of this extraneous quatrain, my argu- 
ment rests ultimately on the analysis of the wider stanzaic architec- 
ture of Tyrtaeus 12, which in its earlier manifestation could not have 
included the quatrain, any more than it could have included the 
present version of lines 10-12, which overruns the boundary between 
the first and second stanzas. The structure of this earlier, hypothetical 
version can be summarized as follows: 


[10 lines] Priamel and disparagement of various non-fighters 

[10 lines] Description and praise of the ideal fighter that begins 
with a conditional protasis: “But if he dares to...’ 

[10 lines] Description of honours given to dead warrior. 

[10 lines] Description of honours given to living warrior, that 
begins with a conditional protasis: But if he escapes... .' 


Whereas Tyrtaeus 10 and 11.1—20 were composed in paired stanzas 
that alternate between exhortation and meditation (the latter usually 
introduced by yáp), this fragment is entirely meditative (save the 
final couplet) and carefully organized as a pair of diptychs, the first of 
which contrasts two kinds of men (brave fighters and the rest) and 
the second the two kinds of glory that await the heroic fighter. These 


57 Tyrtaeus 12.33-34 employs the ‘laudatory relative clause; which Day (1989, 
18-19) describes as a ‘distinct linguistic feature of encomium: As an example, he cites 
and discusses in detail an Athenian epitaph for a man named Croesus ‘whom rushing 
Ares once destroyed among the fore-fighters’ (v mor évi mpopdyous eoe Üoópos 
Apys), which can be compared with Tyrtaeus’ vriw. .. Ooûpos pns dAdo. For text 
and discussion, see Friedlander and Hoffleit (1948) no. 82. 

38 Most of the words in the second couplet have epitaphic parallels. A 6th-cent. 
Corcyrean tombstone, for instance, describes how ‘Ares destroyed this man as he 
fought... and displayed the highest valour (róvõe @Aecev Apns Bapvápevov. . . 
àpıoreúovra); see Friedlander and Hoffleit (1948) 29-30, for bibliography and 
discussion. And an Acarnanian epitaph of similar date speaks of Procleidas, who 
died ‘while fighting for his own land’ (epi râs atta yds ... Bapvápevos); see 
Friedlander and Hoffleit (1948) no. 64. 
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are precisely the kind of coordinated stanzas that we saw at work in 
the catalogues in Solon 13.43-62 and Solon 27.39 

There are signs, moreover, that the earlier version of these four 
stanzas was designed as a single poem or as a continuous and coherent 
four-stanza section of an even larger one. The final couplet, as was 
noted earlier, contains the only exhortation in the fragment (43-44): 


TavTys viv Tis üvy)p apeTHs eis Akpov ikéohar 


Teipaodw Ovu u) pebieis moAéguov. 


Let everyone strive now with all his heart to reach the pinnacle of this 
excellence, with no slackening in war. 


Within the confines of its own stanza this couplet displays what I have 
been calling the traditional "Theognidean' pattern of four couplets of 
meditation followed by a single one of exhortation. But this same 
couplet also brings closure to the entire fragment. The focus on a 
generic ‘everyman’ here and the mention of ‘this excellence’ (raórgs 
... áperijs) recalls the very first line of the fragment, where the poet lists 
the other possible types of áper; he ultimately rejects: ‘I would not 
mention or take account of a man (dvópa) for his excellence (åperý) in 
running or in wrestling, not even if...' There are, moreover, some 
broader parallels in the fragment between the hypothetically recon- 
structed second stanza of Tyrtaeus 12 and its fourth stanza: both begin 
with conditional protases bounded by a single couplet (12.11: eè... 
tetAain pev...and 12.35: ef dé d¥yn uev...) and end with a single 
couplet that summarizes the content of the stanza with initial pronom- 
inal adjectives of the sort we have seen often at the end of single-stanza 
poems in the Theognidea: oóros (12.20) and raúrņs (12.43). Finally, in 
the context of a martial elegy it seems worthy of note that the final word 
in three ofthe four stanzas is ‘war’ (10: y/verar èv moùéuw, 20: yiverat èv 
ToA€um, and 44: u) uebieis roàéuov), a word that is significantly placed 
within the structure of the fragment, since it appears at the end of these 
three stanzas, but nowhere else in the fragment.?° 

Moreover, the stanzaic architecture of Tyrtaeus 12 allows us to 
observe that the ‘mistakes’ in the extant version of the fragment 
all occur at the internal boundary that divides the two stanzas of a 


39 As we saw in Sections 2.3 and 3.2. 
^9 I noted in Ch. 3, n. 23 that the same word appears at the end of the damaged 
stanza that precedes the final stanza of Callinus 1. 
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thematically and structurally coordinated pair: (i) between the first and 
second stanzas (lines 10-12), where the final sentence of the first 
overruns the boundary; and (ii) at the juncture of the second pair of 
stanzas, where the generic epitaph intrudes. I suggest that neither 
deviation is a case of scribal misbehaviour or error, but rather evidence 
for at least two performances of Tyrtaeus 12, an earlier one by a 
presumably archaic poet who sang a poem of at least four stanzas 
arranged in coordinated and responding pairs, and a later performance 
by another poet, who seems less aware ofor interested in the constraints 
of stanzaic composition. And because the overrun boundary shows up 
twice in the Platonic paraphrases of the poem and because the extrane- 
ous quatrain seems so strongly influenced by the language and rhetoric 
of fifth-century epitaphs, it seems prudent to date these modifications 
to a re-performance sometime in the late fifth or early fourth century. 
This second poet is not to be despised. The fact that he improvises only 
at stanzaic borders suggests that he is still performing in a traditional 
manner using elegiac stanzas as his basic building blocks. Indeed, he 
places the extraneous quatrain neatly at the boundary between two 
stanzas and appropriately after the mention of the warrior's tomb, 
deverly producing a generic epitaph by placing the genitive pronoun 
aro in the first line, where one usually finds the name of the deceased 
in the genitive case. Weil blamed scribes for these two violations of 
stanzaic composition in Tyrtaeus 12. His assumption of scribal misbe- 
haviour is, of course, typical of his generation, and indeed nearly a half- 
century later, in the aftermath of the powerful arguments of Schwartz 
and Verrall that all of the fragments in the Tyrtaean corpus may have 
been later forgeries, Wilamowitz and others made similar suggestions 
about the inauthenticity of parts of Tyrtaeus 12 (including the quat- 
rain), in order to provide a middle ground between the factions: they 
hypothesized the existence of a fourth-century Bce Athenian manu- 
script of the Tyrtaean corpus, which contained—like the Hesiodic 
corpus and the Theognidea—authentic archaic verses side-by-side 
with later interpolations and doublets.*! My argument, therefore, that 
Tyrtaeus 12 is a chronologically composite text has much in common 


41 See Wilamowitz (1900) 96-118, esp. 96—97 and 111-12, and (1913) 257, where 
he declared: ‘Solche Kunst kann mann erst der Sophistenzeit zutrauen/ Jacoby (1918, 
31—42) dates it to the time of Simonides. See Prato (1968) 8*-20* and Gerber (1997) 
104—5 for the current consensus on the authenticity of most of the fragments. 
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with those of Weil and Wilamowitz, but only if we dismiss their anxiety 
about ‘authenticity’ and replace their notion of an Ur-text fixed in 
classical times with more current notions of a fluid tradition of archaic 
oral composition and then classical improvisation. 

I have argued that the received text of Tyrtaeus 12, when examined 
in the light of its stanzaic architecture, reveals at least two different 
moments of performance: a hypothetically more orderly and there- 
fore presumably earlier version that closely follows the ‘rules’ for 
stanzaic construction, and a less orderly and presumably later version 
that was known to Plato and which also survives in the manuscripts 
of Stobaeus. At the heart of my formulation lies the assumption that 
knowledge or at least appreciation of an originally archaic feature of 
elegy (the responding stanza) weakens during the fifth century, 
probably at the same time that elegiac performances begin to lose 
their musical orientation. We have seen, however, a range of causes 
for the degeneration of these earlier archaic songs. The apparent loss 
of a couplet from the third stanza of Tyrtaeus 11, for example, could 
have been the result of a scribal or an oral mistake, and because we 
lack any pre-Hellenistic evidence for the text (it is preserved only in 
Stobaeus), it is natural to suspect (as Weil did) that the anthologist 
himself or the scribes that copied his manuscripts are to blame.*3 In 
the case of the quatrain inserted between the final two stanzas of 
Tyrtaeus 12, we also have evidence for a later change: it stands 
completely outside of the stanzaic architecture of the fragment. But 
because it is redolent of the language of fifth-century eulogy and is set 
neatly between the stanzaic boundaries of the earlier poem, I have 
followed the suggestion of Jacoby and others that the addition was 
made during the classical period, but probably not—as they would 


Tyrtaeus 12, despite Jaeger’s spirited defence in 1938 (= Jaeger [1966]), still has its 
detractors, who wish to eject it from the corpus by redating it to a later period, e.g. 
Frankel (1975, 337-38), who treats the author as a contemporary of Xenophanes, and 
Tarditi (1982, 274—75), who believes it must have been composed shortly before 
Pindar's Pythian 10. 


42 Indeed, in recent years scholars have argued in a similar vein that the composite 
nature of the Hesiodea and the Theognidea—i.e. the comparanda of Wilamowitz and 
Jacoby—are also probably the product of oral performance over time, rather than 
scribal mistakes, see e.g. Nagy (1990a, 36—47) for the former and (1985) for the latter. 

43 For recent and growing concern about the accuracy of excerption and attribu- 
tion in Stobaeus’ Florilegium, see Campbell (1984) and Sider (2001b) 272-80. 
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have it—by the hand of a scribe tampering with an early manuscript 
of Tyrtaeus’ poems, but rather during an oral re-performance by 
another poet improvising at a symposium in a wealthy house in 
Athens. 

Most interesting, however, is the case of the overrun stanza in the 
first half of Tyrtaeus 12, where the poet ignores the stanzaic boundary 
but nonetheless retains the contrastive content of the two stanzas and 
their responding final pentameters (‘he is not good/good in war’). 
The hypothetically earlier version preserves the boundary between 
the stanzas, expresses more succinctly the contrast between the them, 
and makes better sense of the overall syntax of the second stanza. 
Here, because there seems to be a more rigidly stanzaic and perhaps 
poetically superior version, I have suggested that my hypothetical 
version is an earlier one and that the surviving text stems from a later 
re-performance of the poem. Unlike the case of the inserted quatrain, 
however, this later re-performance shows enough deference to stan- 
zaic structure and responsion to merit, perhaps, a more subtle 
designation as a ‘multiform of a performance tradition.^! In this 
case it is impossible to say for certain which of the two performances 
is the ‘original’, ‘prior, or even ‘superior’ composition. Indeed, it is 
easy enough to imagine that both versions coexisted in the repertoire 
of Tyrtaean performance in the classical period and even earlier, but 
because we do not have among the ten extant Tyrtaean stanzas 
another example of an overrun stanzaic border, we cannot tell if 
the more creative and innovative of the elegiac poets were themselves 
beginning to push at the boundaries of the stanzas even in the late 
archaic period. But regardless of whether we explain this tension 
between the surviving text and its underlying stanzaic structure as 
evidence for mounting carelessness or for an imaginative and creative 
tension within an implied traditional model, we have seen how Weil’s 
theory of responding elegiac stanzas adds enormously to our know- 
ledge of both the synchronic form of early Greek elegy and the 
diachronic variations it encompassed. 


44 Nagy (1996) 151-52. 
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In addition to re-performing and improvising upon the archaic 
repertoire, Greeks continued to compose original elegiac poetry 
down to the beginning of the fourth century, just as new epic poems 
were still being composed, even while the rhapsodes performed and to 
some degree improvised the traditional favourites.! This is, of course, 
a crucial period of transition, during which elegy apparently becomes 
detached from its musical origins and interest in the techniques of 
stanzaic design—at least among the amateur performers in private 
symposia—seems to decline. Unfortunately not much survives of the 
original elegiac compositions of the classical age. Among the recently 
discovered fragments of Simonides’ elegies, for example, a short 
section of his long narrative poem on the battle of Plataea tantalizingly 
suggests some knowledge of the elegiac stanza, but in the end it is too 
damaged to provide any hard evidence? The two symposiarch-poems 


! Collins (2004) 179-92. 

2 Fragment 11, the only substantial remnant of Simonides’ poem on Plataea, 
straddles the end of the hymnic introduction and the beginning of the historical 
narrative proper, and at this point of transition (line 19) there is some evidence of a 
boundary between two elegiac stanzas (lines 9-18 and 19-28), but the badly tattered 
papyrus does not inspire confidence. If we rely on the restored text and translation by 
West as printed in the ‘Appendix’ to Sider (2001a, 27-29), Simonides seems to set up 
an important comparison in the final quatrains of each stanza—both introduced by a 
relative pronoun at or near the start of the fourth hexameter (15: ofow and 25: ot)— 
that speak of and implicitly compare the fame of the fighters at Troy and those at 
Plataea. We see this same pattern of responding quatrains in the middle stanzas of 
Solon 4 (see Appendix II). Another possible instance of responsion might be the 
placement of the word à]v0pcmov before the midline dieresis of the final pentameter 
of the second stanza (28), where it responds to and contrasts with the word 94 ]i8écv 
in precisely the same position in the putative first stanza (18)—a responsion, which 
compliments the warriors at Plataea by comparing them with the legendary heroes at 
Troy, but at the same time underscores the difference between demigods like Achilles 
and mortals like Pausanias. 
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discussed in Chapter 4 (Adespota 27 and Ion of Chios 27) are both 
probably fifth-century compositions and are stanzaic in construction, 
but since they were composed on a traditional theme, one suspects that 
they may not have been original poems in the sense required here, but 
rather improvisations of sympotic set-pieces handed down from earlier 
times. Indeed, Ion 26, the only other long elegiac fragment ofthe Chian 
poet, does not seem to be composed in stanzas, and the same is true 
for the two long fragments of Critias (2 and 6), which date to the end of 
the fifth century and, like the formless Hellenistic catalogue poem of 
Hermesianax, show no sign of stanzaic architecture. We will probably 
never know, unfortunately, how many fifth-century elegiac composi- 
tions lie still unrecognized in the Theognidea, but the shadowy existence 
there of some stanzaic poems of Evenus of Paros is suggestive. Scholars 
have long argued over the precise date of this poet, some thinking that 
heisthe Evenus mentioned by Plato as a contemporary of Socrates, and 
others suggesting that he is the grandfather of this man and therefore 
a younger contemporary of Simonides? The evidence for stanzaic 
design in these fragments is encouraging, but not conclusive. We have 
seen that two of the three Theognidean poems assigned to the Parian 
poet, the Ganymede poem (= Evenus 8c), and the first stanza of the 
Theognidean chain discussed at the end of Chapter 4 (— Evenus 8a) 
were composed in elegiac stanzas for sympotic performances,4 but 
since the third, the problematic ‘ship of state’ poem (Evenus 8b), 
shows little sign of stanzaic construction, it is tricky to generalize 
about Evenus' elegiac practices. 


5 Bowra (1934) relying on the testimony of Eratosthenes suggested that there were 
two poets, grandfather and grandson, and that Evenus the elder reached his floruit in 
460 BcE. Garzya (1963, 75—90), however, concludes that there was in fact only one 
pre-Hellenistic poet named Evenus and that all of the surviving fragments are the 
work of Socrates' peer. 

^ Theognidea 1341—50 (— Evenus 8c), the lovely Ganymede-poem, is discussed in 
Section 2.1. As we saw there, it is exactly five-couplets long, has an A-B-A thematic 
design and an obvious ring-composition in its first and last couplets. It begins, 
moreover, like many Theognidean stanzas, with four couplets of meditation and 
ends with a single line of exhortation (‘So don't be astonished, Simonides... . ."). 
Theognidea 467—96 (— Evenus 8a) were also composed as three stanzas for sympotic 
performance, but as I argued in Section 4.3, they are probably by more than one 
author. Since the first ten verses address Simonides and are partly quoted (in a slightly 
different version) by Aristotle as a poem by Evenus, the first stanza is probably a 
poem of his. 
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Thisoverall paucity ofevidencefor later elegiac stanzasis particularly 
frustrating when we find a late archaic or classical poet composing 
a type or style of stanzaic elegy that differs markedly in form or 
genre from what came before, and we are faced with a difficult, but 
interesting question: do these differences result from self-conscious 
innovation or do they simply represent anomalous or poorly attested 
local traditions that co-existed from the start with the other kinds 
of elegy discussed in this volume, but rarely survive in the extant 
corpus? I treat here two rather different cases. First are the two 
long fragments of Xenophanes, which both seem designed (as Weil 
noted a century and a half ago) as pairs of traditional stanzas, with one 
important exception: Xenophanes' stanzas are six couplets in length, 
rather than the usual five. The second case involves the curious lament 
sung in elegiac couplets near the beginning of Euripides' Andromache, 
a tragic song that sits at the centre of a long debate about the alleged 
existence of an old but difficult-to-document tradition of threnodic 
elegy among the Peloponnesian Greeks. 


6.1. THE SIX-COUPLET STANZAS OF XENOPHANES 


Xenophanes of Colophon is best known perhaps as a maverick pre- 
Socratic philosopher who wrote poems in hexametrical verse about 
the gods and natural phenomena. His attacks on traditional Greek 
religion and his ‘scientific outlook mark him as a member of the 
Ionian tradition, although like many of his generation he fled his 
hometown when the Medes overran the Anatolian coast in the late 
540s and spent the rest of his adult life in Magna Graecia. He died 
around 470 sce.> Of the nine extant fragments of his elegiac poetry, 
only two are longer than three couplets. Both Xenophanes 1 and 2 are 
preserved by the second-sophistic author Athenaeus, and are char- 
acteristically philosophical in their critique of contemporary Greek 
mores, including the widespread popularity of Homer and Hesiod 
and the near worship of successful athletes. It must be stressed, 
however, that his views on poetry were specially informed, since he 
himself was a poet and rhapsode by calling.$ 


5 Gerber (1997) 129-30. $ Collins (2004) 147-52. 
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Xenophanes 1 takes aim at contemporary sympotic behaviour and 
seems to have been composed, like the Tyrtaean and Theognidean 
poems discussed in Section 3.1, as a pair of alternating stanzas, the 
first purely descriptive and the second paraenetic:7 


— p ; ee ae 
vov yap ù) Camedov kaÜapóv kai xeipes ümávrov 
kai KUAKes: rAekroUs Ò üudvriÜet oredávovs, 
ddos & edw@des pdpov èv diddy maparetvev 
KpyTHp © €oTnKev ueorós evppoovyns: 
» > +$ € ^ LJ » 4 L 
ddos 8 otvos éroîuos, ds oUmoré yor mpoda@cew, 5 
/ , ; y 277 
petArxos èv kepáuois, dvOeos óLópevos: 
a ey MC uu" 
ev Òe uécois ayvnv dun ABaverrós inow, 
Lee N yoy , 
puypov © éoriv Vdwp kai yAvKD Kal kaÜapóv: 
; oy \ ; ; 
mápkeiwraa Ò àpTor £avÜoi yepapy re rpámela 
mos ok f , > , 
Tupod kai uéùTos m(ovos àxyhouévn: 10 
Bapos & dvOcow àv 76 nécov mávry TeTUKAOTAL, 
oàn) © audis Exeri dapata Kal Pari. 
YS rA DNO y 
xp) 9€ mpõrTov pev Üeóv ouvetv eddpovas avdpas 
T , \ ab ae 
eùphuois uúlois kai Kabapoiar Aóyois, 
, ; E s wy, , 
omeícavrás re Kal evéapevous Ta ikara S¥vacbat 15 
TpHnocEeWw—TavTa yàp WV OTL mpoxewórepov, 
> e , » coy » - 
obdx UBpers—: mívew 9. ómócov Kev &yov ddíkovo 
"M , . , 
oikað üvev mpomddov uù Távv ynpaAéos. 
OAM IP RENE NES , 
àvOpóv & aivetv tobrov ôs éo0Aà mwv ávaQaítve, 
LÀ ke 4 \ l4 > s ^ 
Ws 1] iv ]uocovy kat Tóvos aud ApETHS, 20 
» ; , , 304 ; 
ov Tı uáxas Ovérew Tirývæwv o08€ D'yyávrow 
sgi , ; , ; 
oùôe (ri) Kevraópov, rAácpa(ra) rv mporépov, 
7j oráouas ofedavds—rois obdev xpuoróv éveorw— 


O(ed)v (8e) mpopnbetny atev &ew åàyaðýv. 


For now the floor is clean and clean the hands of everyone and the cups; 
(one servant) places woven garlands round (the heads of the guests), and 
another offers sweet-smelling perfume in a saucer; the mixing-bowl stands 
filled with good cheer; on hand is additional wine, which promises never to 
run out, mellow in its jars and fragrant with its bouquet; in the middle 
incense sends forth its pure and holy aroma and there is water, cool, sweet, 
and clear; nearby are set golden-brown loaves and a magnificent table laden 
with cheese and thick honey; in the center an altar is covered all over with 
flowers, and song and festivity pervade the room. 


7 Quoted by Athenaeus 11.462c. 
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For men of good cheer it is meet first to hymn the god with reverent tales 
and pure words, after pouring libations and praying for the ability to do 
what is right—for in truth this is a more obvious thing to do, not deeds of 
violence; it is meet to drink as much as you can hold and come home 
without an attendant unless you are very old, and to praise that man who 
after drinking reveals noble thoughts, so that there is a recollection of and 
striving for excellence; it is not meet to make an array of the wars of the 
Titans or Giants or Centaurs, creations of our predecessors, or violent 
factions—there is nothing useful in them; and it is meet always to have a 
good regard for the gods. 


As many scholars have noted, this fragment splits quite easily (as 
indicated above) into equal sections, each six couplets long.? In the 
first half Xenophanes describes in some detail the preparations for a 
feast. We expect a continuous description of the activities of the 
servants, but after describing the placement of the garlands and 
perfume, the subjects of the main verbs become the tableware and 
the food themselves, which are oddly anthropomorphized, for ex- 
ample, the mixing bowl ‘full of good cheer’ and the wine that 'prom- 
ises never to run out. The stanza, in fact, vaguely takes the shape of an 
elegiac catalogue of servile objects, both material and human, with its 
end-stopped lines, penthemimeral caesurae and the initial iteration of 
the pronoun &Aàos at the start of the second and third couplet. 

The second half of the poem is, however, different and clearly 
designed as a new section. Whereas the first stanza was purely de- 
scriptive, this one is filled with advice using the formula of yp7 plus 
the infinitive. It falls into three equal parts: the first pair of couplets 
stresses the preliminary religious rites of the symposium (13-16); the 
second suggests rules about excessive drinking and proper conversa- 
tion (17-20); and the third castigates, as a counter-example, poor 
choices for sympotic discourse (mythological battles and tales of 
strife) and then closes with advice to respect the gods (21-24). This 
second stanza, therefore, begins and ends with the gods, and indeed, 


8 Weil (1862, 7-8), for example, suggested in passing that Xenophanes composed 
the fragment as six-couplet ‘strophes’. For the consensus on the rhetorical division of 
the fragment into two equal halves, see e.g. Gerber (1970) 243, Adkins (1985) 177, 
Marcovich (1978) 1-12, and Lesher (1992) 50-51. They all follow Bowra (1938) in 
believing that we do not have the beginning of the poem, on the grounds that a poem 
cannot start with vóv yap 87. The discussion of Xenophanes 1 that follows appeared 
earlier in Faraone (2005a) 330—333. 
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the word 6eóv in the first line (13) is echoed by 0eóv in the last (24). 
A threat of violence, however, hangs over this stanza: the participants 
are asked to pray for the ability to do just things rather than acts of 
UBpes (17) and they are prohibited from reciting tales about battles (21) 
or violent factions (23). These three words are, in fact, placed emphat- 
ically at the beginning of the third, fifth and sixth hexameters, in the 
first and last case enjambed: ody UBpeis... od Te wdyas... Ñ oTaovas 
odevoavas.? The effect is, I think, to emphasize greatly the prohibitions: 
‘no violence, no fighting, no factions!" 

Although the poet is pushing an agenda very different from the 
martial elegists discussed in Section 3.1, the architecture of Xenopha- 
nes 1 is familiar in its alternation between quiet reflection and advice: 


[1-12] Meditation on the sympotic setting introduced by yáp 
(indicative, mainly predicate sentences) 


[13-24] Encouragement to good behaviour at the symposium 
(xpý + the infinitive) 


The initial stanza is entirely descriptive and may have originally 
provided some kind of explanation for something that preceded, for 
it begins with yáp, like nearly all of the meditative stanzas discussed 
earlier. In the second stanza, however, Xenophanes gives advice about 
proper sympotic behaviour, using xp) followed by seven infinitives, 
syntax that distinguishes it quite dramatically from the first stanza, 
which contains no infinitives. There is, however, a curious calm about 
this second stanza, especially when we compare it to the stanzas 
of exhortation in the Tyrtaean corpus: there are no deictic references 
to the scene, no explicit references to an audience and the subjects of 
the infinitives are the somewhat generic ‘men of good cheer’ who 
appear at the end of line 13. There is no doubt that Xenophanes does 
alternate between a purely descriptive first stanza, and a second stanza 
of advice about good behaviour, but the tone is more philosophical 
and one wonders if the poet has taken the traditional elegiac form of 
alternating stanzas and subtly adapted it to a purely meditative 
composition.!9 


? Marcovich (1978) 13. 
10 Andre Lardinois suggests to me that the construction yp7 plus the infinitive with 
a generic subject should be regarded as a general gnomic expression, comparable to 
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Xenophanes, like Tyrtaeus, has composed his alternating stanzas 
as fit companions for each other. In the first couplet of the second 
stanza (13-14), for example, he echoes in parallel position the quali- 
tative language used in the first two couplets of the first stanza, 
translating notions of purity and goodliness from the concrete, phys- 
ical world of the sympotic table to the more abstract realm of human 
behaviour. The exhortation to pure words (14: «a0apoto: Aóyois) 
matches, for instance, the description of the clean floor, hands and 
cups in the first line (1: &ázeóov xabapov kai xeipes &mávrov | kai 
kóAukes),1! just as the ‘men of good cheer’ and the ‘stories of good 
omen’ (13-14: évdpovas &vópas and eddypors ji0o0is) recall the ‘good- 
smelling perfume’ and the ‘mixing bowl filled with good cheer’ in the 
second couplet of the fragment (3—4: etiddes uópov and Kpyrip... 
peorós éudpootvyns). Xenophanes also places internal pentameter- 
rhymes in a significant pattern that suggests both symmetry and 
closure in the second stanza. One appears at the start of the second 
stanza (14: uúĝous . . . Aóyois) and two at the very end (22: Kevraópov 

. mporépov and 24: mpopnbeinv ... ayabyv), that is: at the same 
relative points in his six-couplet stanza—the first, penultimate and 
final pentameters—that Callinus placed the pentameter rhymes in his 
sole surviving five-couplet stanza. If scholars are accurate in their 
shared sense of closure at the end of Callinus 1 (see the end of Section 
3.1), we might speculate that the triple rhymes here in the second 
stanza of Xenophanes 1 also point to the end of an elegiac poem 
composed of alternating stanzas of meditation and exhortation.” 

Xenophanes 2, the only other substantial elegiac fragment of the 
poet, also seems to have been composed as two six-couplet stanzas. 
Like Solon 27, it is designed as a pair of coordinated stanzas, employs 


those, for example, that we find in the meditative passages of Tyrtaeus, e.g. ‘It is noble 
(aAóv) for the young man to die among the fore-fighters. See Lardinois (1995) 78-79. 


11 Campbell (1983, 40) notes that the repetition of the adjective xafapdés ‘contrib- 
utes to the pleasing balance between the two twelve-line sections of our poem: the 
preparations for the symposium are to be matched in beauty and order by the songs 
and stories. 

12 There is also a pentameter rhyme in the first couplet of the first stanza, which— 
given its position parallel to the rhyme in the first couplet of the second stanza—may 
be designed to stress even more the contrast between the physical objects in the first 
half of the poem (2: zAekro?s . . . oreóávovs) and the prescribed human speech that is 
the general focus of the second (14: uóllows . . . Adyous). 
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the techniques of elegiac catalogues, and it is apparently missing, 
again like Solon 27, a couplet from its second stanza:!? 


3)y»3 2223 = en) y 
GAN ei uev TaxuTHTL TOÔÕV víkqv TIS &povro 
» UT ey 
4 vrevraUAeov, évÜa. Ads Téuevos 
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> ` / ^ ` H 
OU YAP TLALVEL TAUTA [LUXOUS móAeos. 


But if someone were to gain a victory by the swiftness of his feet or in the 
pentathlon, where there is the precinct of Zeus by Pisa's stream in Olympia, 
or in wrestling or engaging in painful boxing or in that terrible contest which 
they call the pancratium, he would have greater renown (than others) in the 
eyes of his townsmen, he would gain a conspicuous front seat at the games, 
he would have food from the public store granted by the city, and a gift 
which would be a treasure for him—or if (he were to gain a victory) even 
with his horses, he would obtain all these things, although he is not as 
deserving as I. For my expertise is better than the strength of men or horses. 


But this custom is quite irrational and it is not right to give strength 
precedence over good expertise. For neither if there were a good boxer 
among the people nor one good at the pentathlon or in wrestling or again 


13 Quoted by Athenaeus 10.413c-414b. Like most commentators, Campbell 
(1967, 337) and Adkins (1985, ad loc.) believe that this fragment is a complete 
poem and that the first twelve verses are a complete unit. Weil (1862, 8) suggested 
in passing the argument that I shall make in detail below, namely that Xenophanes 
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in the swiftness of his feet, the most honoured of the deeds of human 
strength in the contest, would there for that reason be better law and 
order in the city. Little would be the city's joy, if one were to win while 
contending by the banks of Pisa; for this does not fatten the city's treasury. 


The two sections of this fragment are clearly designed to mirror one 
another. In form they both contain catalogues, which discuss the 
civic value of various athletic victors in a complicated double series 
of conditional sentences. The regularity of a formal catalogue is 
enhanced, as we have seen before in Section 2.3, by reiterated 
words or phrases—etre in the first stanza and various forms of oór? 
el in the second—usually placed at the beginning of a couplet or 
verse.!4 In the first stanza, after listing the athletic events in a series of 
four conditional protases, the poet gives a delayed series of matching 
apodoses (lines 6-9) that culminate in line 10: ‘or if he (should gain 
victory) with his horses, too, he would obtain all of these prizes. 
Xenophanes might have, in fact, stopped here and ended up with a 
coherent five-couplet catalogue, but he presses on and undermines it 
entirely with a single concessive participial phrase: ‘although he is not 
deserving as I’, followed by an explanation: “For my expertise (cod) 
is better than the strength of men or horses.’ As in the first ten lines of 
Tyrtaeus 12, then, in the first half of Xenophanes 2 a coherent stanza 
coincides exactly with the boundaries of a priamel. 

In the second half of this fragment, Xenophanes explains why, 
precisely, his cofin—his talent as a skilled poet and adviser to the 
city—is more important than the strength of athletes. He does so by 
carefully ‘mirroring’ the list given in the first half, a chiastic feature of 
elegiac composition that we saw in much smaller scale in the first ten 
verses of Mimnermus 2 (see Section 2.1).!5 This is especially obvious 


originally designed this fragment as a pair of six-couplet stanzas, but then at some 
point later in time it lost a couplet from the second one. 


14 In the first half ofthe fragment Xenophanes repeats the conditional particle four 
times—àAX ei uév (1), eire (3, at the bucolic caesura), eire (5) and etre (10)—but in 
the second half he switches to the ‘not even if’ form used in Tyrtaeus 12 and the 
Theognidean Sisyphus poem: o?re yàp ei (15), ot7 eè (16), and ode pev ei (17). 

15 Adkins (1985, 188—89) notes the chiastic ring-composition in the second listing 
of these four events and suggests (p. 194) that lines 13-22 create a ‘mirror image’ of 
the first twelve verses. Race (1982, 62) also discusses this ‘mirroring effect’ of the two 
parts pointing out how ‘Xenophanes lists individual events (15-18), this time in the 
negative, in more or less reverse order. 
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in the way that Xenophanes begins the second stanza by summarizing 
the content of the final couplet of the first, again in the negative, 
ending both couplets in parallel constructions that compare 'strength' 
(pap) unfavorably with ‘expertise’ (coin), a word which stands as 
the last word of both: 


oùk wv dios worep éyox pos yàp dueivwv 
avdpav 1j. immwyv yuetépy coin. (11-12) 
... although he is not as deserving as I. For my expertise is better than the 
strength of men or horses. 


GAN eik) páda TobTo vopilerat, o00€ Ŝikarov 
mpoxpivew pwunv Ths ayabñs codins: (13-14) 
But this custom is quite irrational and it is not right to give strength 
precedence over good expertise. 


The first stanza, then, concludes with a simple statement of fact and 
the second one begins by reiterating this fact and then explaining why 
this should not be the case. 

This process of mirroring continues in a series of negative protases 
(‘For not even if...’) that list almost all of the same athletic events, 
but in an order that is (with one minor exception) reversed from the 
first:16 


FIRST STANZA SECOND STANZA 
Four events bundled in a single quatrain: [horses: before line 15?] 
swiftness of feet (1: rayvrfjrumoóóv) | [pancratium before line 15?] 
pentathlon (2: zevra0Aeóov) 
wrestling (3: zraAatcv) Four events bundled in a single 
boxing (4: svkroobvqv) quatrain: 
boxer (15: srókrqs) 
pentathlon (16: zevra6Aetv) 
wrestling (16: raAavojoosvqv) 
pancratium (5: zaykpáriov) swiftness of feet (17: raxvrijri 
horses (10: &zzo(ow) ToOwv) 


16 Perfect chiasmos is spoiled by the absence of the horses and pancratium in the 
second half, and because in line 16 the pentathlon precedes wrestling. 
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The poet, finally, frames these two stanzas as a coordinated pair and 
caps this overarching chiastic design with close verbal repetitions at 
the very beginning and the very end of the fragment. His description 
of the foot-racing in the first couplet (1: GÀ ei èv raxvrfjri o8), 
for instance, is recalled at the end of the reversed list of athletic events 
in the second stanza, where the phrase ‘swiftness of feet’ appears 
likewise in a conditional protasis and in the same sedes of the 
hexameter (17: o86€ ev ei raxvríjr« moĝðv). The generic description 
in the final couplet of an athletic victor who ‘might win by the banks 
of the river Pisa’ (21-22: et rw... vw Iíoao map óx0as) likewise 
echoes closely the description at the very start of the fragment of 
the man who ‘might seize victory...by the streams of the river Pisa’ 
(1-3: ef ev... vienv tis üpovro |... map Iícao pos). 

Weil suggested in passing that a couplet was missing from the 
second half of this fragment, but he did not venture to say precisely 
from where. Given the almost perfectly chiastic structure of the two 
stanzas illustrated above, one might have expected the poet to men- 
tion horse- or chariot-racing and the pancratium before line 15 
(where I have placed them in square brackets in the outline 
above).!8 The manner and order in which Xenophanes lists the events 
also suggest that the lacuna occurred here. As he moves through the 
first list he emphasizes heavier and more brutal contests that succes- 
sively require more raw power and violence, ending with ‘painful’ 
boxing and ‘the terrible contest they call the pancratium, whose 
descriptions each take up an entire verse.!? Given the crescendo of 
emphasis here, it is hard to understand why he would leave out 
the pancratium in the reversed list in the second half of the poem. 
The absence of the horses in the second stanza is equally puzzling. 
The phrasing at the end of the list in the second stanza (18: pans 
600° dvdpav) clearly recalls that in the summary flourish at the end of 
first section (12-13: pays ...| dvdpav 48 (amv), which contrasts 
Xenophanes’ poetic skills with the power of both men and beasts. 
Because of the reversed order of events, it makes sense, perhaps that 
the horses might not be mentioned in the summation at line 18, but 


17 Adkins (1985) 188-89. 
18 Adkins (1985, 195) notes this absence without comment. 
19 Race (1982) 61. 
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why have they disappeared from the second stanza entirely? Indeed, 
given the emphasis on them in the first stanza (10: &zoicw echoed 
by 12: immo in the same sedes), the absence of the horses, along with 
the differently, but nonetheless equally, highlighted pancratium is 
odd. The incomplete chiastic structure charted above, the fact that 
Xenophanes uses a pair of six-couplet stanzas in his only other 
extant fragment of appreciable size, and the disappearance of two 
of the more important athletic events (pancratium and horses) from 
the second stanza all suggest, therefore, that a couplet mentioning 
these two events once stood before line 15.22 We should not be 
surprised, of course, that this lost couplet somehow disappeared 
from the text of Athenaeus (our only source for Xenophanes 2), for 
this lacuna was undoubtedly encouraged, as in the second stanza of 
Solon 27, by the end-stopped couplets and the anaphora at the 
beginnings of individual verses in this section of the poem (15-17: 
oóre yàp ei...o)re cl...000€ pev ei). Once again the apparent 
popularity of monotonous and rigidly regular elegiac catalogues 
cannot be stressed enough, despite their sometimes mind-numbing 
effect on the modern reader. 

It would appear, then, that Xenophanes 1 and 2 were both carefully 
designed as coordinated pairs of stanzas that display in a masterly 
manner the same techniques of responsion, ring-composition and 
stanzaic design that we have seen in the fragments of other archaic 
elegiac poets. It is difficult, however, to explain the anomalous length 
of his stanzas. It may, of course, simply be the case that Xenophanes 
composed his elegies in an alternate tradition of six-couplet stanzas 


20 The yàp at the start of line 15 must have stood originally at the start of the 
missing line, not here. We can, moreover, make this reconstruction more precise by 
noting the careful manner in which Xenophanes groups the various events. As 
indicated in the outline of the poem presented on p. 123, he bundles the first four 
events of the first stanza into a quatrain that begins with ei uev (1—4), to which he adds 
the fifth and sixth events in single verses, each introduced by reiterating the condition 
twice more at the start of a new verse, eire (5, the pancratium) and eire (10, the horse 
races). In the second stanza he bundles together the same four events into a single 
quatrain (15-18), but here, because the order is reversed, he places the quatrain 
towards the end of the stanza. A strictly symmetrical composition would require 
that the single couplet that has dropped out of our text before line 15 probably allotted 
the hexameter to the horses and the pentameter to the pancratium, and that each 
of these two verses began with the some version of the phrase (od7’ ei) that is reiterated 
at the start of the first three lines of the quatrain. 
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that was, perhaps, native to Colophon and other eastern Greek cities, 
but then perished under Persian occupation. There are signs, how- 
ever, that this iconoclastic philosopher, whose lifetime bridges the 
archaic and classical periods and whose hexametrical fragments 
provide a withering critique of traditional religious beliefs and of 
traditional hexametrical poetry, may have extended his innovative 
and somewhat belligerent attitude into the arena of elegiac poetics as 
well. There is, for example, the curious fact mentioned earlier that 
the first stanza of Xenophanes 2 may play on the audience's expect- 
ation of the end of the traditional five-couplet stanza: the first five 
couplets provide a full catalogue of athletic victories and their re- 
wards and, if the poet had stopped at the end of the fifth couplet, the 
list would be fully comprehensible and vaguely complimentary. With 
the addition of the sixth couplet, however, Xenophanes turns the 
stanza into a priamel, which dismisses athletic competition entirely 
and the system of evaluation that lies behind its popularity. The poet, 
in short, may have added even more dramatic power to the final 
turnabout of the priamel by upsetting as well the traditional expect- 
ation of closure at the end of the fifth couplet. Since Xenophanes’ 
poems were apparently popular in antiquity, we should also ask why 
his innovation did not catch on, for there are only a few other 
possible examples of six-couplet stanzas, most of them in the later 
parts of the Theognidea.?! Since the Cynic philosopher Crates penned 
a six-couplet parody of the opening lines of Solon 13, that also has a 
clear stanzaic design, one wonders whether the six-couplet stanza 
may have had some special but limited appeal among philosophers 
who tried to imitate Xenophanes in his role as an elegiac social 
critic.22 Parallel developments in Renaissance poetry suggest that 


21 Among the elegiac couplets collected in West (1992), I find only three other 
possible examples of six-couplet stanzas: Theognidea 197-208 (which like Crates’ 
poem imitates Solon 13), 511—22 and 1283-94. 

22 Fragment 1 (Bergk), quoted in full by Linforth (1919) 228. I thank Ted 
Courtney for pointing it out to me. The poem has lost a hexameter after line 4, but 
because it is a fairly close line-by-line parody of the first seven lines of Solon 13, we 
can be fairly certain that the entire poem was only six couplets long. It does show, 
however, a few signs of stanzaic architecture. Like Solon’s poem, it is a prayer to the 
Muses that opens with a two-line invocation of them and closes by repeating their 
name along with Hermes. The final pentameter, moreover, has an internal rhyme that 
contrasts damdavais tpupepais with apetais ooiats. 
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limits in the size of stanzas were dictated on the one side by the need 
for a form long enough for an extended meditation in a single stanza, 
but not so long as to lose its felt connection with the shorter stanzas 
of song. In the realm of archaic Greek elegy, then, both five-couplet 
and the six-couplet stanzas would have filled these requirements. 


6.2. EURIPIDES ANDROMACHE 103-116 AND THE 
TRADITION OF ELEGIAC LAMENT 


In the opening scene of Euripides’ Andromache, the enslaved heroine 
converses with her former maid—and now fellow slave—and tells of 
her plans to seek asylum from her cruel mistress Hermione by sitting 
as a suppliant at the altar of Thetis. After the servant departs, 
Andromache speaking in iambic trimeters declares that ‘with laments 
and groans and tears’ (92: Apyvorc kai yoo Kal daxpdpaow) she 
will unfold before heaven the three causes of her sorrow (97—99): her 
(lost) native city (zóAuv watp@av), her dead husband Hector (7óv 
Üavóvro. "Exropa), and her subsequent enslavement (8osAeov uap). 
She then switches to elegiac couplets and sings a solo lament in the 
Doric dialect (103—16):25 


"IM aimewá lapis où yáuov àAM, tu” árav, 
S AME MEME ; ays 
ayayeT evvaiav ets Paddmous 'EAévav: 
ds Ever, à Tpoía, dopt kai mupt ÓóqiáAcorov 105 
€tAé o' 6 xtAtdvaus ‘EAAdbos és Apns 
os 23 , n» ‘ , 
Kal Tov uov ueAéas mócw “Exropa, Tov mepi reí 
elAxuoe dippedwv mats dAias Oérios: 
avta © èk faddpwv áyópav èri 0tva 0aMácocas, 
8ovAooóvav otuyepav audiBadrotoa Kapa. 110 
S34 j ES 
ToAAa Ôe Óákpvá por karéBa. xpoós, üvic &Aevrrov 
dortu Te kai ÜaAápuovs kai móow èv Koviats. 
» LO NEUEM, fx 
apo. yw pwedda, Ti w éxprjv éri péyyos dpacbat 
€ / u a e LA 
Epuióvas dovAav; ås ùro Terpouéva 
mpos T60 adyadwa Beds ikéris mepi xeipe Badotoa 115 


n é / H " 
TAKOMAL WS TETPLVA Ti0akóeoca AiBas. 


23 [ give the text and translation of Kovacs (1995) ad loc. 
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For lofty Troy it was not as bride but as mad ruin that Paris brought Helen 
into his bedchamber! For her sake the keen warcraft of Greece, its ships a 
thousand strong, captured you, O Troy, sacked with fire and sword, and 
killed Hector, husband of my unlucky self! The son of the sea goddess Thetis 
dragged him behind his chariot as he rode about the walls. I myself was led 
off from my chamber to the seashore, wrapping hateful slavery as a covering 
for my head. Many were the tears that rolled down my cheeks when I left city 
and home and husband lying in the dust! 

Oh, unhappy me, why should I look on the light as Hermione's slave? 
Oppressed by her I have come as suppliant to this statue of the goddess 
and thrown my arms around it, melting in tears like some gushing spring 
high up on a cliff. 


Page stresses the important fact that these lines were most likely sung 
(not recited) to the accompaniment of the aulos and that this mode 
of performance explains why the metre of these verses is regular and 
smooth, with dactyls predominating and a consistent penthemimeral 
caesura in all seven hexameters, features which would allow the 
performer to sing along more easily to the repeated and invariable 
melody of the aulos.?* We find, in fact, the same phenomenon in early 
English poetry, where stanzaic poems set to music have a more 
regular structure and rhythm than those recited without music.?5 
We saw near the start of this study (Section 2.1) that the notion of a 
single repeated couplet-long melodic line did not make much sense 
for the vigorously enjambed and rhythmically complicated stanzas of 
Archilochus and Mimnermus, but perhaps here, in the context of a 
traditional lament, it was more appropriate to adapt the more staid 
and regular line-by-line compositional technique that we have hith- 
erto associated primarily with the elegiac catalogue (see Section 2.3). 

Indeed, scholars have long debated the precise genre of Androm- 
ache's song. In the 1930s Page and then Bowra argued that, despite 
the obvious influence of Homeric language in some places, these 
Euripidean verses preserve evidence for a rare and archaic genre of 
Peloponnesian lament that also shows up sporadically in some fifth- 
century epitaphs and eventually even in Callimachus' elegiac Hymn 


24 Page (1936) 221 and Allan (2000) 56. On auletic accompaniment of archaic 
elegy in general, see Ch. 1. 
25 Herrnstein-Smith (1968) 57—62. 
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to Athena, which was also composed in the Doric dialect.?5 Page also 
suggested that the late fifth-century use of the word £Aeyos to mean 
‘sung lament’ also pointed to this older tradition. By this account, 
then, Andromache's song is an indirect but valuable literary witness 
to an archaic form of threnodic elegy sung in the Doric dialect. Page's 
thesis was vigorously attacked by a number of scholars, who argued 
among other things that the classical use of £Aeyos to mean ‘thren- 
ody' was not a survival of an older archaic term, but rather a fifth- 
century invention generated by Athenians interested in etymology 
and the history of music, who perhaps noted the growing popularity 
of elegiac couplets in epitaphs and provided the word £Aeyos with a 
faulty etymology.?? In terms of the question laid out at the start of 
this chapter, then, the dissidents generally argue that Andromache's 
lament is a fifth-century innovation generated by a fictive etymol- 
ogy;?? whereas Page and his followers see it as an archaistic compos- 
ition based on some real, albeit distant, knowledge of Peloponnesian 
laments. 

In what follows I shall argue, in fact, that Andromache's lament 
displays sure signs of stanzaic design and that this fact adds to the 
recent and growing consensus that Page was probably correct in 
seeing her song as a literary survival? What are, then, the signs of 
stanzaic structure in Andromache's lament? Page noted long ago that 
the first five couplets have what he termed an ‘inward symmetry’ of 


26 Page (1936) and Bowra (1938) 86—88. The latter adds other examples of this 
putative genre from epitaphs (e.g. for the Athenian dead at Coronea and Chaeronea) 
and from the lament of Chariclea in Callimachus! Hymn to Athena 85—94. 

27 Although others had questioned Page’s thesis earlier—e.g. Friedlander and 
Hoffleit (1948) 66, Rosenmeyer (1969) 225-26, and Gentili (1967) 52-64—the 
combined arguments of Bulloch (1985, 32-34), who is mainly concerned to detach 
Callimachus’ Hymn to Athena from this tradition, and Bowie (1986, 22-27) appear to 
have been more successful. Their critique has a number of supporters, e.g. Fowler 
(1987) 86-87 and 98, and Bartól (1993) 53-54. Harvey (1955, 170—72), Ford (1985, 
111), and Bowie (1986, 22) all suggest, however, that there was some kind of vague 
generic connection between Andromache's lament, poems of consolation (not lam- 
ent) and the more reflective fragments of archaic elegy, for example, Archilochus 13. 

28 See e.g. Rosenmeyer (1969) 225-26: “The scholar-poet Euripides in the Androm- 
ache wrote a piece in elegiac couplets that was designed to invoke the shades of the 
early &eyos of whose form he himself had no inkling’ 

29 Both Page (1936, 215) and Bowie (1986, 23) rightly note, however, that the 
Doric dialect of Andromache's lament does not prove anything by itself, since nearly 
all tragic song was sung in this dialect. 
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their own and were designed rhetorically as a complete unit that 
covers all three items that Andromache promised she would sing 
about in lines 97-99, devoting in the manner of a catalogue a single 
internal couplet to each:3° her city (105-6, with Troy named in the 
hexameter), her husband (107-8, with Hector likewise mentioned by 
name) and herself (109-10, with an emphatically placed aùrá at the 
beginning of the hexameter). The final couplet, moreover, neatly 
sums up the content the stanza: ‘Many were the tears that rolled 
down my cheeks, when I left my city, my home and my husband lying 
in the dust’? And when Andromache uses the word #aAdpous in the 
final pentameter of the stanza (112), she recalls the appearance of this 
same word twice in the preceding lines, where she had with much 
pathos described in similar language the ruinous marriage of Helen 
(106: dyayer’ ... eis Paddpous 'EMévav) and the undoing of her own 
(109: aùrà & èk Oadduwv áyópav).? 

There can, I think, be little doubt that Euripides composed these 
five couplets as a complete unit, in which Andromache recalls a 
moment in the past on a beach in Phrygia when she first lamented 
the fall of Troy, the death of her husband and her sorrowful new 
status as a slave. She does, however, have more to say about her 
current misery, which according to the background to Euripides' 
plot, has recently been exacerbated by the jealously of her mistress 
Hermione. And indeed, the two couplets that follow this first stanza 
are rhythmically and stylistically more agitated,>? shifting our atten- 
tion away from the distant scene of her former lament on the Trojan 
shore to her present and troubling circumstance as a suppliant before 
a shrine of the goddess Thetis in Thessaly where the play is set. There 
are, moreover, signs that Euripides designed these additional verses 
to respond to those in the first stanza. At the beginning of this second 


30 Page (1936) 217: “The poem consists of fourteen lines; of the first ten the Past, of 
the last four the Present is the subject. The first ten lines have their own inward 
symmetry. 

31 Page (1936) 219. 

32 Page (1936) 217: ‘Then in the last four lines a conclusion is formed by a 
remarkable break in style and rhythm. Hitherto all of the couplets have been 
complete in themselves and there has been no heavy punctuation within a couplet; 
in the twelfth line the pentameter is abruptly broken into two equal portions, and the 
pentameter’s sentence runs over into the following hexameter. All of the other 
pentameters end with nouns; the twelfth line ends with a participle: 
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section of her song Andromache picks up some of the language of the 
first—ópoi ya) ueAMéa (112) recalls ròv éwov ueAéas móow (107) and 
dovAav (113) echoes 83ovAoovvav (110)—and she emphasizes the 
baneful presence of her new tormentor Hermione, the daughter of 
Menelaus, placing her in a position at the start of this second section 
that is neatly parallel to that of another Spartan woman, the one who 
destroyed Troy: 'EAévav. | ds éve? (104-5) and '"Epjuóvas...ás 
bro (114).55 

What, then, are we to make of the length of Andromache's lament? 
On the one hand, given the apparent fifth-century trend toward 
elegiac composition without stanzas, one would not expect to find 
any stanzas at all in a play produced sometime in the 420s. It would 
be convenient, of course, to suggest that we have simply lost the last 
three couplets of the second stanza, but we are not dealing as before 
with an archaic fragment, transmitted orally through the shifting 
shoals of re-performance and improvisation, and then dismembered 
and anthologized in later antiquity by excerpters and learned deip- 
nosophistai. Unlike the fragments of archaic elegy, these elegiac verses 
have been transmitted to us in a relatively stable manuscript trad- 
ition, and the manuscripts and the scholia give no hint that any 
additional verses have been lost at this point. There may be, however, 
a dramaturgical explanation for the truncated second stanza, for the 
entrance of the chorus at the end of the lament is plainly unexpected. 
This is suggested by the fact that Andromache does not, as is so often 
the case in tragedy, acknowledge their arrival before they speak.*4 
One might argue, then, that Andromache is interrupted in the midst 
of her song and never gets to finish her second stanza, a fact that 
could be made obvious to the audience in the staging of the action, 
but which would not necessarily show up in the text of the play. A 
second and more complicated possibility is that the chorus them- 
selves actually take up and finish her lament, when they sing three 
epodic verses of increasing length, each beginning with a dactylic 
hexameter identical in shape to those sung by Andromache.3> In 


33 Page (1936) 218. 34 Allan (2000) 199. 

35 Allan (2000) 200: 'the opening hexameter of their dactylo-iambic song 
smoothes the transition from Andromache's elegiacs to their own view of events. 
See also Willink (2001) 724—25. 
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either case, however, Andromache seems to sing an elegiac lament 
that she never finishes, for if she had, we would expect some detailed 
complaints about the abuse she has more recently endured at Her- 
mione's hands. This suggestion of missing content is, moreover, 
strongly supported by the hallmarks of stanzaic composition dis- 
cussed above: the extraordinary cohesiveness, both thematic and 
stylistic, of the first five couplets and the stark difference between 
them and the verses that follow. 

Euripides, then, seems to have composed the beginning of a 
plaintive elegy in stanzas that the chorus cuts short for dramatic 
purposes. But does it constitute a formal lament? Andromache does 
mention her tears in both parts of her song, both those shed at Troy 
(111) and those she is shedding as she sings (116). The second 
passage, moreover, includes the first-person verb ráxouau a feature 
that is (as we shall see) suggestive of threnodic verse. It is true, 
however, that—with the exception of the apostrophe to Troy in the 
third line—Andromache's description of the scene of her first lament 
is oddly distanced and indeed it has been suggested that the first 
stanza of her song was a complimentary nod toward a famous Argive 
poem that narrated the destruction of Troy?$ The initial stanza in 
Andromache's lament might, therefore, reflect the traditional stan- 
zaic techniques of elegiac narrative poetry, rather than those of 
lament. References to past injuries and mourning are not, however, 
uncommon in Greek laments, especially when used (as they are here) 
to foreground present misfortunes.?? Therefore, to ascertain fully the 
threnodic character of Andromache's song, we must bring in some 
early comparanda. 

The study of elegy's relationship to lament has, in fact, been given 
new impetus in recent years by the discovery of some elegiac frag- 
ments of Simonides (most notably the newly reconstituted fragment 


36 Bowie (2001, 52—53) suggests that Euripides may have been paying a compliment 
to The Fall of Troy, a famous and lengthy poem by Sacadas of Argos, a poem that Bowie 
suggests was composed in elegiac couplets. Given the hints that the Andromache may 
have itself been performed in Argos, this suggestion is worth considering. Sacadas’ 
poem is, however, entirely lost and the argument that it was composed in elegiac 
couplets rests on an emendation of Athenaeus 13.610c; see Page (1936) 228 n. 1. 

57 [n the lament for Hector in Iliad 24, for example, Hecuba narrates the previous 
deaths of her other sons. See Alexiou (2002) 132-33 and (for a modern Greek 
parallel) Holst- Warhaft (1992) 51-52. 
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22), which support the notion of a threnodic genre of elegy,38 and the 
ongoing publication of early metrical epitaphs, which use verbs of 
lamentation and thereby illustrate the convention of ‘the anonymous 
first-person mourner’3? Such discoveries have encouraged some 
scholars to revive older suggestions that these brief elegiac inscrip- 
tions were excerpts from longer funerary dirges,' and others to 
reinsert Callimachus! Hymn to Athena back into this threnodic 
tradition—as Bowra had originally suggested.^! The recent discovery 
in Ambracia of a mid-sixth-century Bce polyandrion has perhaps 
given the greatest impetus to this ongoing revival of Page's hypoth- 
esis. Its coping stones were engraved in the Corinthian alphabet with 
an elegiac epitaph that honours two Corinthian envoys and their 
Ambracian companions, who were all apparently killed in an am- 
bush.? The length of this text has amazed scholars, when they 
compare it to the typically one- or two-couplet epitaphs of the late 
archaic period.*3 In the context of this study, however, its length 
sparks a different kind of interest, for the poem was originally five 
couplets long:44 


38 Allan (2000) 55-57, Aloni (2001) 90-91, and Yatromanolakis (2001) 211-12 
and 219-20. Mace (2001) argues that Simonides 22 is erotic rather than threnodic. 

39 Lewis (1987), for example, on the heels of Bowie (1986) immediately brought 
new epigraphical data to bear on the question, and soon after Day (1989, 25-28) 
noted further signs of threnodic elegy in a number of late-archaic epigrams. See 
Cassio (1994) and Kowerski (2005, 115-19) for summation and still more examples. 
For ‘the anonymous first-person mourner’ (Lewis’ coinage) see Cassio ibid. 107-8. 
I should note, however, that Page (1936, 211-14) maintained that there were two 
distinct genres: Ionic epitaphs and Doric laments. Recent discoveries, especially the 
long Doric epitaph from Ambracia (see below), suggest he was wrong to do so. 

40 See e.g. Wilamowitz (1913) 211-12 (songs at the funeral banquet) and Fried- 
lander and Hoffleit (1948) 65—67 (elegiac lament at the tomb), who are followed by 
Raubitschek (1967) 7—9. 

^! Hunter (1992) 22. 

42 See Bousquet (1992), whose text is printed in SEG XLI 540. I use the improved 
text of D'Alessio (1995). For the important ramifications of this text, with regard to 
the relationship between elegy and lament, see Cassio (1994). I thank Julia Lougovava 
for bringing this inscription to my attention. 

45 Cassio (1994, 103 n. 3), for example, quotes West (1974) 2: ‘Before the Persian 
Wars it is unusual to find an epigram more than four lines long’ 

44 The inscription originally ran across the uppermost of the polyandrion’s facade. 
One block is missing, resulting in the lacuna at lines 4—5. The final couplet was 
apparently inscribed in a different hand, but probably at or near the same time as the 
first four. All commentators understand the final couplet to be part ofthe original poem. 
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avdpas [t]ovod’ [è] o0Ao0s 0Aodópouat, ofor HuvpauBav 
E — $75 j 7 
matdes €untioavr à [A] ywóevra. dóvov 
; ? ; Yo eee " 
avye[A] (av uerióvras àr eópvxópo[vo Kopívôov] 
5 [. ; ; : ; =| 
maTplo av iuepràv mévÂos Eade róre. 
T600e Ò ar Avnpakías, Navo(orparov, ara maÜóvre, 
KaAMMrav r Aida dua uédav karéxet. 
kai pav Apabbiwva kai Eb£evov tore, mortau, 


, XU E ee qux Ero o ; 
ws pera TOVS avdpav Kap éxryev Üavárov. 


I lament these brave men, for whom the children of the Puraiboi devised 
painful slaughter as they (i.e. the dead men) were accompanying an embassy 
from Corinth of the wide dancing-floor... 

... throughout our lovely fatherland grief kept welling up then. These two 
men from Ambracia, Nausistratos and Callites, the black house of Hades 
holds, because they suffered the same fate. And also know, fellow citizens, that 
the demon of death overtook Arathion and Euxenos along with these men. 


Like the Megarian epitaph that catalogued those killed during the 
Persian War (Section 2.3) these verses are not great poetry, but they do 
give us important new insights into the genre of elegiac epitaph in the 
late archaic period. Indeed, in addition to the five-couplet frame, this 
poem conforms in other ways to the genre of archaic elegy. The poet, 
for instance, speaks in the first-person (1: 6Aodvpouar) and addresses 
the citizens of Ambracia (7: woAirac), much the same as Solon or 
Tyrtaeus claim to speak to the assembled citizens or soldiers of their 
respective cities.5 The poet, moreover, has in his own workmanlike 
way constructed a solid elegiac stanza. The poem is framed by deictic 
references to ‘these men here’ (1: &vópas [r]oúoð and 10: pera ràvà 
avépa@v), that is: to the dead men honoured by the inscription and 
(most likely) depicted by statues on top of the tomb.45 And like the 
Megarian epitaph, this inscription, after invoking the whole 
group, separates them into three different subsections—assuming 
that the names of the Corinthian dead appeared in the lost 


45 Cassio (1994) 108-14. 

46 Cassio (1994, 103-4) notes another curious fact, similar perhaps to the 
occasional use of rhyming pentameters at the start and finish of elegiac stanzas 
(e.g. the final stanza of Callinus 1 as discussed in Section 3.1): the prosody of the 
first couplet is matched syllable for syllable with that of the final couplet. 
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couplet—with probably two men to each section. Although this 
poet does not provide, as the Megarian one does, a full summary at 
the end of the poem, he nonetheless manages to bring it to closure by 
recalling the entire group in the final pentameter (10: uera r&v 
avopav). 

This inscription is, finally, helpful for assessing the relationship 
between elegy and lament in the archaic period. The poet says 
explicitly that he ‘mourns’ (1: 6Aoddpoyar) the men honoured by 
the tomb and that throughout the land ‘grief kept welling up’ (1: 
mévos €badXe). We have, of course, already seen both of these 
features—the performative verb and the past perspective on grief— 
in Andromache’s lament. The public context of the Ambracian 
epitaph, moreover, also recalls Archilochus 13 (discussed in Section 
2.1), in which the poet addresses his friend Pericles in a similar 
context of civic mourning. That five-couplet fragment began: 


, ; , , "y $ xx 
kýðca uev orovóevra, IepíkAees, oÜré Tis àovróv 
pend ópevos ÜaMns répiserar o006 mróAs: 
Tolous yàp xarà kûua rroÀv$Ao(oBovo Oadacons 
y "T So JY rl a 
ékÀvoev, oiGaAéovs Ò aud’ dduvys éxojuev 


, 
TIVEVJLOVAS. 


There will be no disapproval of our mourning and lamentation, Pericles, 
when any citizen or even state takes pleasure in festivities, since such fine 
men did the wave of the loud-roaring sea wash over, and our lungs are 
swollen from pain. 


Here, too, we find a past perspective on the disaster (3—4: roíovs yap 
Kata kÜpa...ékAvoev) combined with emphatic references to the 
ongoing grief in the city (1: «dea uev orovóevra and 4-5: ofdadéous 
8 ...avevjmovas). In the past some scholars have, in fact, adduced this 
fragment, along with Andromache’s song, as evidence that elegiac poets 
composed formal laments, and indeed a biographical tradition men- 
tioned earlier in Section 2.1 suggests that this fragment was part of a 
longer composition triggered by the death of the poet’s brother-in-law 
in some major disaster at sea.4? The epitaph for the Ambracian ambas- 
sadors and their escorts has understandably rekindled interest in Page’s 
theory about a Peloponnesian genre of threnodic elegy, and rightly so 


47 As Cassio (1994) stresses. 48 Fera (1990) 20-23. 
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for it is clearly a first-person lament composed in elegiac couplets.4? For 
the purposes of this study, however, it suffices to add this: the fact 
that the Ambracian epitaph and the first ten verses of Andromache's 
lament are composed as elegiac stanzas in the Doric dialect lends 
greater heft to Page's argument that the Euripidean song somehow 
reflects an older, archaic tradition of Peloponnesian lamentations.°° 

I suggest that Euripides, when he has Andromache begin her 
lament with a stanza composed in the archaic fashion, does so in 
order to distance himself and his audience from it in two ways. 
Writing as he is in the last quarter of the fifth century, he perhaps 
considered this lament appropriately old-fashioned for the Homeric 
heroine who famously laments in the Iliad. But I suggest that in this 
song he also reveals his interest in the exotic musical and religious 
traditions of the other Greek states, just as he does, for example, in 
the wild maenadic songs of the Bacchae. Andromache's lament, then, 
is both archaistic and exotic, but it probably reflects some knowledge 
that Euripides and presumably some of his audience had of this 
epichoric tradition. Or to put it another way: if Euripides' exotic 
songs in the Bacchae can be useful, albeit heavily dramatized, sources 
for the history of Bacchic song, why shouldn't the same be true for 
Andromache's lament at Sparta? Finally, as was mentioned in passing 
earlier, we find the same collocation of poetic and ethnic features in 
Callimachus Hymn to Athena, an elegiac poem composed in 
Doric and set in the city of Argos.5! The fictive speaker of the 
poem, moreover, is a priestess or female cult official who uses a series 
of four elegiac stanzas in her preliminary address to other 
female worshippers and the goddess.5?? Scholars sometimes adduce 


49 Cassio (1994). 

50 Page (1936) 226-28. Although the Doric cast of Andromache's lament can easily 
be dismissed as a tragic convention (see n. 29), it may indeed have a special point, 
given the fact that the plot is set in Sparta and that the play itself may have been 
performed in Argos. 

51 Bulloch (1985) 3-13. 

52 [n Faraone (forthcoming-a) I argue that Callimachus, at the beginning of the 
Bath of Athena, composes a series of five-couplet stanzas in part to establish order in a 
complicated sequence of invocations and commands, during which the narrator first 
addresses a group of Argive maidens, who are about to transport and wash the 
Palladion, and then the goddess herself embodied in her statue within the temple. 
Three of these stanzas begin with verse-initial imperatives that seem to be designed as 
a triple responsion: ô ir Ayauddes (13); ec AQavaía (33); and ei: Adavaia (43). 
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Callimachus hymn as evidence for Doric lament, on the grounds 
that it contains a short lament by Teiresias’ mother at lines 85-95. But 
given the brevity of the mother's response and the fact that ancient 
Greek laments and hymns seem to share the same tripartite struc- 
ture,?? it seems more prudent to suggest a broader generic connec- 
tion: namely that in the Peloponnese elegiac couplets sung in stanzas 
were used by women for a number of ritual purposes, including 
lament and hymns. 


We have seen, then, that knowledge of stanzaic technique, once it is 
disconnected from musical accompaniment and singing in the fifth 
century, seems to fade and then disappear, among those composing 
new songs as well as those reperforming old ones. There are, however, 
scattered hints that some poets were self-consciously aware of its 
archaic form as well as its ongoing demise. Xenophanes, a poet who 
probably survived down until the 470s, apparently innovates when 
he uses traditional compositional techniques with what seems to be a 
unique six-couplet stanza. The results are impressive but as far as we 
can tell he has few followers. He seems to play, moreover, on his 
audience's expectation of a traditional five-couplet stanza to enhance 
the dramatic end of the priamel in the first stanza of Xenophanes 1. 
In Andromache’s interrupted lament, on the other hand, Euripides 
probably reflects an earlier and otherwise nearly invisible tradition of 
Peloponnesian threnody, sung in elegiac stanzas and in the Doric 
dialect to the tune of an aulos. The evidence of the Ambracian 
epitaph suggests that this tradition of elegiac lament survived in 
stanzaic form at least down to the mid-sixth century and probably 
even further, perhaps because in the typically conservative context of 
a funeral or burial it was the last to be disconnected from its musical 
accompaniment or ritual setting. 


55 See Alexiou (2002) 131-34 for the common features of lament and hymn. 
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Revival 


In the Hellenistic period poets often compose elegiac verse, not only 
in the popular miniaturist form known as ‘epigram’, but also in 
longer genres, such as hymns, epinicia, and historical narratives. 
They seem to do so, however, after a significant hiatus in elegiac 
production in the middle of the fourth century, a hiatus that serves as 
a convenient caesura between the orally composed and improvised 
elegies of the archaic and classical periods and the written and self- 
consciously literary poems of the Hellenistic period, which begin to 
appear in at the end of the fourth century, for example, the famous 
(lost) elegiac Hymn to Demeter by Philetas of Cos.! Not surprisingly 
elegiac stanzas do not appear often in Hellenistic poems and when 
they do show up it is often in a context of self-conscious archaism or 
pseudepigraphy.? Callimachus provides us with the best information 
about the reception of archaic elegy in the Hellenistic period. His 
Hymn to Athena, as was mentioned at the end of the previous 
chapter, seems to provide evidence that, like threnodic elegy, cult 
hymns were perhaps once sung in elegiac stanzas by women in the 
Peloponnese.? In this mimetic hymn, not at all unlike Euripides, 
Callimachus places his stanzas in the mouth of a priestess of Athena 
at Argos in a manner that is either archaizing or exoticizing or some 


! See e.g. West (1974) 1: “The first quarter of the fourth century Bc saw an almost 
drying up of elegy in the classical sense...the last quarter saw the vigorous, but self- 
conscious revival that heralded the Alexandrian Age? 

2 See Faraone (forthcoming—b) for a study of a series of five-couplet epigrams that 
poets in the late classical and Hellenistic period tried to pass off as Simonidean or that 
they composed as anachronistic epitaphs for the poets of old. 

3 See Ch. 6, n. 52. 
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mixture of both.4 In the ‘Prologue’ to his Aetia, however, Callima- 
chus steps away from the mimetic mask and addresses us directly as a 
practising poet, who openly discusses the best style for contemporary 
elegiac poetry. Although scholars have in the past focused mainly on 
the content of the ‘Prologue’ with its many allusions to the poetry of 
the past? I hope to show that its poetic form and stanzaic architec- 
ture are themselves equally compelling programmatic ‘statements’ 
about elegiac poetry. Or to put it another way: Callimachus, not 
surprisingly, practises what he preaches in the ‘Prologue’. Ignoring, 
therefore, the long and sometimes contentious debates over its con- 
tent, I focus instead on how Callimachus designed his ‘Prologue’ as a 
sequence of four closely responding five-couplet stanzas in a way that 
imitates and thereby praises the kind of elegiac design he thought 
best. 

At the start of the fragment Callimachus responds vigorously to 
critics who fault him for refusing to write a long and continuous 
elegiac poem about the deeds of kings or mythical heroes:$ 


moAAaK|e poi Tedyives émvrpótovow doi$, 
vijióes ot Movons ok éyévovro (Aou 
" SEA EC 7 
eivekev oùy év deroa Guvekés 7} Baoi hwv 


m Jas êv zoMats 1jvvoa xouácw 

^ There are in fact precious few comparanda for a hymn composed in elegiac 
couplets (and stanzas) in the Doric dialect, so we cannot know if Callimachus was 
reflecting a contemporaneous, but otherwise unknown Peloponesian cult practice, an 
archaic one, or neither. See Faraone (forthcoming-a). 

5 Our appreciation of the uniquely elegiac stance of the ‘Prologue’ was in the past 
hampered by the long-standing but erroneous view that Callimachus was discussing 
the genre of hexametrical epic or poetry in general. In recent years, however, scholars 
have come to the sensible consensus that the arguments and the content of the 
‘Prologue’ are mainly concerned with a popular but unfortunately lost genre of 
‘repetitive “catalogue elegy,” of the kind most familiar to us from the fragments 
of Hermesianax and Phanocles, but clearest for Callimachus' generation in the Lydé 
of Antimachus* See Cameron (1995) 277-89, who provides a detailed argument for 
this view. 

6 I give the text and (with some minor changes; for example I translate wats as 
‘boy’ not ‘child’, for reasons that will become apparent) the translation of Acosta- 
Hughes and Stephens (2002), which reflects the most recent consensus—Fantuzzi 
and Hunter (2004, 67-68) and Asper (2004), for example, offer a nearly identical text, 
differing only rarely in the placement of brackets and the addition or subtraction of 
one or two conjectured words in the lacunae. Pfeiffer (1949), Massimilla (1996), and 
Asper (2004) print two additional and very fragmentary lines (numbered 39-40) that 
they suggest are part of the 'Prologue'—a question that I address below. 
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5 qj.....].ovs 1]peas, Eros & èri rvrÜov éA[ 
Tats ate, THV Ò érécv fj óexàs ok óMym 
d. E]eoc Te[A] xéow yo 768e-- *oóAov al 
PI ] rýk[ew] Aap émvorápevov, 
"— ]. peny [dA] vyóovuxos-: ddà ka8&Akei 
10 .... TOÀÙ THY pakphv óumvua. Ocouopópols: 
Toiv ôe] dyoiv Mipveppos ore yàvkús, at kara Aerrróv 
pýoes], *j weyarn & otk edidake yvvý. 
eee lov êri Opnixas am Aiyúnrtoio [mérovro 
aiuar]ı vypatwv 1589 pévy [y] épa[vos, 
15 Macoayérat kai uakpóv diotevouev èr avdpa 
M^$8ov]- alndovides] 8 dde ueAxp[6] repar. 
edere Baokavíqs óÀoóv yévos:: abu è réywv 
kptvere,] un oxotvo IH epo(àw tiv oodíqv-- 
uN ar ened diddte uéya podéovoar dorðýv 
20 tixtecbat: Bpovrá]v oùk eudv, dAAG Atos.” 


Often the Telchines croak at my song, fools, no friends of the Muse, because 


I did not complete one continuous poem on kings [ ... ] in many thousands 
of lines [or... ]heroes, but my tale little by little [I...] like a boy, though the 
ten-count of my years is not small. To the Telchines I [say] this: *... tribe, 


knowing how to waste your liver... few-lined, but bountiful Demeter drags 
down (i.e. outweighs) by far the long [lady?]. 

And of the two, the slender verses taught that Mimnermus is sweet, not the 
large lady. [...] may the crane, rejoicing in the Pygmies’ blood, fly [...] 
against the Thracians from Egypt, and may the Massagetae shoot at their 
man, the Mede, from afar. So are nightingales sweeter. Be gone, Envy’s baneful 
race. And in turn judge poetry by its art, not by the Persian chain, nor ask me 
to produce a loud-sounding song. To thunder is not mine, but Zeus.’ 


Although the loss of the beginning and end of nearly every verse 
sorely limits our ability to trace the organization of these verses, signs 
of stanzaic design do remain. The last line quoted here, for example, 
marks an important boundary within the ‘Prologue’, because (as we 
shall see) in the next couplet Callimachus moves from his argument 
against the Telchines to a chronologically earlier scene of Apollonian 
advice (lines 21—29, discussed below).” There are, moreover, internal 
signs that these first ten couplets were composed as a complete unit. 


? Massimilla (1996) ad loc. 
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It is not an accident, for example, that they are framed by echoing 
references at the end of the first and last hexameters to different kinds 
of song (in both cases the final word in the verse is doió5):3 (i) the 
Callimachean type that the Telchines complain about (1: voAAáx]: 
pot TeAxtves émirpólovow dod); and (ii) the ‘loud-sounding song’ 
that the Telchines prefer and demand of him (19: unë år ened 
duddte péya podéovaay aorðńýv). We can see, moreover, by the paral- 
lel placement of the personal pronouns at the start of the second foot 
(uoi and -ueô) and by the echoing sounds at verse-end (-ovow doiófj 
and -ovoav doiôńv) that Callimachus composed these lines in ring- 
composition to formally mark the start and finish of the first half of 
the ‘Prologue’. 

The especially lacunose state of lines 4-10 precludes any certainty, 
but there are also hints that Callimachus composed these first twenty 
lines of the ‘Prologue’ as a coordinated pair of stanzas, with the 
second responding in its structure and thematic development to 
the first. Each stanza begins, for example, with metrically equivalent 
names, each placed before the feminine caesura of the first hexameter 
of the stanza: the Telchines (Callimachus’ arch-enemies) in line 1 and 
Mimnermus (an important Callimachean model) in line 11. Each 
stanza also ends with the name of a deity, whose superiority over a 
mortal is emphasized: Thesmophorian Demeter is far superior to the 
‘long [lady?]’ (9-10), and the power to thunder belongs to Zeus and 
not Callimachus (20). Here, too, we find parallels in the word 
placement, sound, and sense of the two pentameters: the spondaic- 
shaped words describing the poetic style that Callimachus deems 
inferior (uaxpyv and fpovrá]v) both end with long ‘a’ sounds and 
sit before the midline diaeresis. 

The penultimate couplets in each stanza, moreover, refer to the 
Telchines as a tribal group prone to jealousy and the evil-eye (7-8): 
"To the Telchines I say this: tribe... who knows how to waste your 
liver’ ($óAov...mák[ew] frap  émworápevov)—a conventional 
description of the envious?—and ‘Be gone, Envy’s baneful race. 


8 Hopkinson (1988) ad loc. 

? On the idea that envy or those who cast evil eye (Bacxavia) destroy themselves 
(and especially their livers), see Dunbabin and Dickie (1983, 15-16), who also note 
that: ‘the verb most commonly used in Greek of the wasting effect of $0óvos is rjkew 
citing Theocritus 5.12-13 and 6.2627. 
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And in turn judge poetry by its art’ (17-18: &AAere Backavins 0Aoóv 
yévos: a0. è réywy | [xpivere]...codinv). There seems to be, 
moreover, a number of sly references to technical skills here. The 
Telchines, whose practical knowledge (8: ézvorápevov) seems to be 
limited to jealousy and the evil-eye, are contrasted in the parallel 
section of the next stanza with the poetic codin of Callimachus (18), 
which can be judged by its skill (17: réyv7).!° These thematic parallels 
are even more obvious in the second and third couplets, where the poet 
begins by describing or alluding to the grandiose themes he eschews— 
the deeds of kings or heroes in the first stanza (3—5) and the long- 
distance flight of exotic African cranes and Massagetan arrows in the 
second (13-15)—but ends with a diminutive counter-image that sums 
up his own poetic practice: a boy (5-6) and a nightingale (16). 

Modern readers might find the use of such parallel themes to be 
rigid or redundant—just as nineteenth-century scholars once sus- 
pected the paired stanzas at the end of Tyrtaeus 11 and 12 to be 
scribal doublets—but we have seen how such redundancy is an 
important feature of archaic elegy and usually augurs some subtle, 
but significant contrast between the stanzas, such as that between 
defensive and offensive warfare in the second half of Tyrtaeus 11 or 
the development of the body and that of the mind in Solon 27. The 
damage to the papyrus in the first stanza of the ‘Prologue’ make it 
more difficult to observe such distinctions, but it is striking that in 
the second stanza Callimachus refers to five different foreign peoples 
by name or adjective (Thracians, Pygmies, Massagetae, Medes and 
Persians), whom he aligns with the wrong kind of poets, the Tel- 
chines, who are themselves called ‘the baneful yévos of Envy! In 
the geography of Callimachean aesthetics, therefore, the envious 
Telchines are persistently aligned with barbarians who traditionally 
live outside of the civilized Greek world. There are, however, no 
references to such foreigners in the first stanza, nor for that matter 
anywhere else in the ‘Prologue’ outside of this stanza. 


10 For codin as a somewhat coded word for elegiac poetry or technique, see 
Xenophanes 2.11—14 (Section 6.1) and the participle codiCouévo at the start of the 
Theognidean ‘Seal Poem’ (19), for which see the end of Section 3.1. 

11 All these terms refer to people rather than places. Callimachus also mentions the 
land of Egypt, which given the poet's position in the Ptolemaic court, probably does 
not refer invidiously to the Egyptian people as a race, but simply to the territory, 
understood as the last stopping point on the cranes' annual journey out of Africa. 
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The second half of the ‘Prologue’ is much better preserved and 
shows greater signs of stanzaic design: 


NONSE , DESEE ” 
kai yap OTE mporioTov épots emt déATOV €OynKa 
, PIS 5. o , 
yosvacw, A[-vó]AMov efrev 6 uoi AdKtos*: 
> SZ NN £t " 
RE dowéd, TO uev Übos 6TTL máyvorov 


Opédiou, 71)]v Motoav © oyal AemraAMéqv-- 


"v S Zo A ; " 
mpos é oe] Kal TOO dvwya, TA uù) ra Téovow &pa£at 25 
\ , "p y \ yey 
Tà ore(Bew, érépov ixvia uù) Kal? dud 
didpov eAlav pnd otov áva mAaróv, GANA keAeóÜovs 
atpinmtolys, eè Kal oreworépnv does.” 
^ $: LEM ^ 5. LE d a M - 
TH TO6uy]|v* evi rots yàp deiSopev of ALybv yov 
TérTvyos, O]dpuBov © oók ébiAnoay Óvov. 30 
Onpi pev obardevtt Travel KeAov óykijcavro 
aAros, éy]w & e'qv o9AM[a]xós, 6 mrEpdets, 
x 4 eu ^ e / a \ S y 
å mavTws, iva ypas iva ópócov Hv êv deidw 
LA » LI 27 N Li 
mpak.ov èk dins v)épos ldap edwr, 
avO To 8 exdvount, TO or Bapos ócoov émeori 35 
TpryAwyty dAo@ voos èr Eykeàdôw. 
Moóca yàp doovs (ov ó0nari maĉas 


uù Ao£Q, ToALOds oùk áméÜevro d(Aovs. 


For when, for the very first time I placed my tablet on my knees, Lycian 
Apollo enjoined me thus: '. . . singer, raise your victim to be as fat as possible 
but, my good man, your Muse to be slender. And I bid you this, go there, 
where wagons do not pass; do not drive your chariot along the same ways as 
others, nor along the broad path, but the untrodden roads, although you will 
drive a narrower route. 


I obeyed him, for we sing among those who love the clear sound of the 
cicada, not the din of asses. Let another bray like a long-eared beast; I would 
be the small, the winged one, ah truly, that I may sing feeding upon the 
moisture, the morning dew from the divine air, and that in turn I may shed 
old age, which is a weight upon me, like his tricorn island upon destructive 
Enceladus. [...] for whom the Muses look upon with favor as youths, these 
they do not abandon as friends when they are old. 


Line 29 marks a firm boundary between Apollo's advice (lines 
21-28)!2 and the lyrical verses that follow, in which Callimachus 
resumes his role as narrator (‘I obeyed him...’) and apparently 


12 This eight-line section is not, of course, a complete five-couplet stanza; see 
below for discussion of the missing couplet. 
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launches into the kind of song Apollo recommends (‘for we 
sing...’). This embedded song, as it turns out, is precisely five 
couplets in length and of all the stanzas in the "Prologue; it displays 
the greatest level of internal organization, undoubtedly because it is 
the best preserved. Like most meditative stanzas, it begins with yàp 
and describes or expresses hopes about Callimachus own poetic 
preferences and destiny in a style much like the Theognidean seal- 
poem (discussed in Section 3.1), where the poet in a similarly self- 
conscious manner discusses his own poetry and the prospective fame 
of Cyrnus, the object of his song. And since Callimachus places this 
meditation on the heels of a section devoted entirely to Apollonian 
advice, it seems that here, as in many of the extant longer fragments 
of elegy, we have a stanza of exhortation followed by a stanza of 
meditation introduced by yàp. 

These last five couplets of the ‘Prologue’ also show formal signs of 
internal coherence and closure. The final two couplets, for example, are 
end-stopped and both have internal rhymes in their pentameters (6A0@ 
... ByxeAddw and roùiovs . . . plovs), much like the final two couplets 
of Callinus 1 and Xenophanes 1. Callimachus, moreover, frames this 
final stanza with references to pića at the beginning and end: 


T miÂóun]v: evi Tots yap de(Oojev oi ALydv xov 
TérTvyos, Ü]ópvBov © ob« éfidnoay væv. (30) 


Did ud d ia Moóca. yàp doovs (Gov 00uari vaióas 


uù AoE@, ToALOds oùk dméÜevro didovs. (38) 


Callimachus underscores the ring-composition here by the close 
similarities in syntactical form and word placement in the couplet: 
both sentences begin at the same point in the hexameter (in the 
middle of the second foot) after a short phrase or sentence, and both 
provide explanations (with yap appearing in the same sedes) that 
justify Callimachus’ aesthetic stance. The words placed before yap, 
moreover, bring the Muses (37: Moûcaı yap) in parallel with those 
discriminating poets or listeners with whom Callimachus associates 
himself (29: évi rots yàp dedSopev). The pentameters of these couplets 
also have a similar structure: they both begin with an enjambed 
spondaic word (rérrvyos) or phrase (uy AogéH) and end with a 
similarly composed hemiepes that (as we saw earlier) makes negative 
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assertions about ¢iAva (30: 0]ópvBov & od édiAnoav Óvov and 38: 
moAovs oUk áméÜevro díAovs). Callimachus, therefore, has composed 
the final five couplets of the ‘Prologue’ as a meditative stanza of the 
archaic type in which the poet both describes and (I suggest) self- 
consciously demonstrates his own skill in singing the kind of elegiac 
poetry that he and his Muses love. 

There are, moreover, plentiful signs that Callimachus has crafted, 
as Tyrtaeus did in Fragment 12, this fourth and final stanza of the 
‘Prologue’ in close parallel to the second stanza, where as we saw he 
names Mimnermus as a model elegist and describes in qualitative 
and comparative terms the superiority of that poet's shorter poems.!? 
The couplet at the beginning of the fourth stanza, for example, 
echoes the programmatic content, verse structure and the syntax of 
the first couplet of the second stanza: 


Totv ôe] dyotv Miuvepmos ott yAvkis, at Kata Aerrróv 
phoe], ý weyaay © oùk edidaée yvvij. 
(11-12, start of 2nd stanza) 


^ + E! ^ ^ 3.7 a M - 
7À mÂóun]v: «vi Tots yàp de(8opev oi Avydv xov 
7 , TT y 
rérrvyos, 0]ópufov © od« ébidAnoav Óvov. 


(29—30, start of 4th stanza) 


In both couplets similarly constructed phrases (ai xarà Àerròv | 
pjoes and of Auydv Fyov | rérriyos) begin at the bucolic diaeresis 
with a description of the approved Callimachean style, in each case 
using adjectives (‘slender’ and ‘clear’) of programmatic importance. !4 
These sentences then end in the pentameter with identically 


13 The Florentine scholia clearly suggest that the shorter poetry of Philetas, like the 
shorter poems of Mimnermus, were equally praised by Callimachus in this section of 
the fragment; see e.g. Cameron (1995) 302-38, Allen (1993) 146-56, and Fantuzzi 
and Hunter (2004) 61—71, for the ongoing debate over these allusions. But since we 
cannot actually see explicit references to Philetas in the surviving text of the ‘Pro- 
logue’ and since few verses of Philetas survive antiquity, it seems more productive to 
concentrate on Mimnermus. 

14 Fantuzzi and Hunter (2004) 72. The phrase that bridges lines 11-12, af xara 
Aerróv | pýoes, has been restored from the London scholia, which reads ai xara 
Aerr(óv). Luppe (1997) has, however, recently challenged this reading—he is followed 
by Asper (2004) ad loc.—on the grounds that the ‘Prologue’ papyrus cannot accom- 
modate all of these letters. He suggests restoring a£ dadai rou (or uév) | vijvies, which 
preserves the same rhythm, but uses an adjective (dzaAós) that is admittedly far less 
programmatic. 
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formulated and situated negative sentences that dismiss the poetry of 
his rivals (ý ueyáAq & oix é0(8Ga£e yvvij and 0]ópvBov © o0« éd(Aqoav 
ovo). Because of this shared syntax and word placement, moreover, 
both pentameters isolate a word before the diaeresis, which is pro- 
grammatically significant: they describe the inferior kind of poetry, 
‘large’ (ueyáàn) and ‘din’ (06pvBos)—the same pattern, in fact, that 
we saw in the final pentameters of the first two stanzas, where two 
other words describing bad poetry (10: uaxpùv and 20: Bpovrá]v) 
likewise fall before the midline diaeresis. More importantly, both 
couplets make similarly articulated comparisons between the two 
kinds of poetry, by delaying the main verb to the second part of the 
sentence: ‘the slender verses, not the grand lady, teach’ and ‘those, 
who the clear sound of the cicada, not the din of asses, love. Thus 
Callimachus uses a structural kind of responsion, more similar to 
that of Solon or the Theognidean seal-poem than to the nearly 
verbatim verse-end responsion of Tyrtaeus, to align and compare 
the Mimnerman poetics praised at the start of the second stanza with 
the poetic style he professes and enacts at the beginning of the fourth. 

The rest of the final stanza of the ‘Prologue’, in fact, underscores 
the poet's special Mimnerman inspiration. In it Callimachus takes up 
the typically Mimnerman theme of the inequities of old age (y pas), 
which now weighs him down (33-36),!5 and he deploys the cicada as 
a model for the ageing poet who sings clear, light verses, an image 
that may recall a description of Tithonus that seems to have appeared 
in Mimnermus' famous poem Nanno: ‘He (i.e. Zeus) gave Tithonus 


15 See e.g. Mimnermus 1.6 and 10, 2.6, 4.2, and 5.3. See Hunter (2001) on the 
theme of old age here. Some scholars, e.g. Hopkinson (1988, 97), think Callimachus 
is echoing Euripides' Heracles Furens, where the chorus of old men does indeed go 
through the same sequence that we find here. They start by complaining that old age 
lies upon their head ‘heavier than the crags of Aetna’ (638-42, beginning of first 
strophe) and then (673-77, start of second strophe) predict happily that they will 
never stop singing and honouring the Muses. Garzya (1963, 171-73) has shown, 
however, that Euripides himself is probably borrowing from Mimnermus here and it 
seems much more likely (given the elegiac context of Callimachus’ verses and the 
mention of Mimnermus earlier) that both Euripides and Callimachus are alluding to 
a lost Mimnerman original. For Euripides’ apparent fondness for paraphrasing older 
elegiac poets, see, for example, the fragment from his lost Erechtheus (Fragment 362 
[Nauck]) that imitates the opening lines of Solon 13 and (as Athenaeus himself notes 
at 10.413c-f) a passage from his Autolycus (Fragment 282 [Nauck]) that borrows 
heavily from Xenophanes 2. 
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an everlasting evil, old age, which is more terrible than even woeful 
death. 16 Callimachus, of course, contradicts Mimnermus, who in his 
extant verses at least, everywhere laments the fact that once a man has 
become old he is no longer attractive to anyone (see further discus- 
sion below). Callimachus playfully asserts to the contrary—presum- 
ably with the same elegiac licence that also prompted Solon to correct 
Mimnermus on a similar point—that the Muses, at least, do not turn 
their affectionate gaze away from a poet, once they have ‘loved’ him 
as a youth,!’ a playfully erotic theme that also alludes to the myth of 
Tithonus, especially the version that casts the young man in the role 
of a singer.!? 

The papyrus that preserves the ‘Prologue’ has one additional and 
very fragmentary couplet after line 38 that is usually and rightly 
ignored in most scholarly discussions.!? The most telling argument 
against their inclusion in the ‘Prologue’ proper is the strong sense of 


16 Mimnermus 4: Tidwvd uev wre éyew karov ddÜvrov (--) | ypas, 9 Kat 
Üavárov piyvov dpyadéov. The connection between Tithonus and the cicada is appar- 
ently a later one and probably unknown to Mimnermus. But Callimachus could very 
well have known about it. See the discussion of Allen (1993) 54—55. 

7 Most commentators have not, I think, fully appreciated the erotic potential of 
these lines, because they imagine (plausibly enough) that in the scene with Apollo, 
the poet (with writing tablet on his knees) as a mere child learning his letters. See, e.g. 
Acosta-Hughes and Stephens (2002) 240, who translate maĉas in line 37 as children 
and try to connect it with a wider sequence of images (including the dictation scene 
with Apollo) that juxtapose childhood and old age, beginning with the simile in line 6 
(‘like a child [7a6s]"). The simile, however, reports the uncharitable assessment of the 
Telchines, not the poet's own, and the scene with Apollo is surely meant to recall 
the first time Callimachus attempted to write a poem (i.e. as a youth), not the first 
time he was learning his alphabet (i.e. as a child). The god, after all, addresses the poet 
as ‘singer’ (23: doré) and then ‘my good mar’ (24: &yaéé), neither of which suggest 
childhood. Those who see a reference to children also ignore the positive reference to 
Mimnerman verse in line 11, in whose poetry the word zais always means an 
attractive young man (e.g. twice in Mimnermus 1). An erotic reading, moreover, 
utilizes the full potential of the underlying reference in the closing lines of the 
‘Prologue’ to the myth of the passion of Eos and Tithonus, in which another female 
goddess (i.e. like the Muses) falls in love with an attractive younger mortal and 
abducts him as her consort, albeit only to abandon him in fact when he is old and 
infirm. See Crane (1986) for an excellent discussion (esp. pp. 269-70). 

18 See LIMC ‘Eos’ nos. 135-94 and 268-72 for a series of red-figured vases that 
depict Eos pursuing or flying off with a lyre-holding youth. 

1? See e.g. Acosta-Hughes and Stephens (2002, 244-46) and Fantuzzi and Hunter 
(2004, 67-68), who quote and discuss 1—38 as a single unit or Trypanis (1958, 8-9), 
who ignores lines 39—40 entirely. The consensus that the poet composed lines 37-38 
as the conclusion to the ‘Prologue’ is further strengthened by the fact that these two 
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closure that one gets in the verses that precede, especially in the boast 
in lines 37-38, which (like the last couplet of Tyrtaeus 12) recalls in a 
rather pointed way the first couplet of the four-stanza sequence, in 
which the poet claims that the “Telchines’ are not the friends of the 
Muses:?° 


TTodAdK]t wou TeAxtves émitpblovow doit 
výiðeļs, of Movons oix éyévovto pido (2) 


ere . Motca yap 6covs (Gov óÜnari waidas 


uù AoéQ, TOALOVS ook dméÜevro dirovs (38) 


The echo of the theme of friendship with the Muses in these two 
hemiepe—o)« éyévovro didot (2) and od« ànéÜevro dí(Aovs (38)— 
powerfully contrasts (as elegiac responsion so often does) the differ- 
ent relationships that Callimachus and the Telchines have with these 
goddesses. Line 38, moreover, also recalls (as we saw earlier) the first 
pentameter of its own stanza, a couplet that is also directly concerned 
with dua (30: 0]ópuBov & oùx ébiAncav vov). This triple responsion 
is, of course, similar to, albeit more subtle than, the thrice-repeated 
phrase ‘fallen among the fore-fighters’ in Tyrtaeus 10 or the three 
versions of ‘the young and old alike’ in the final two stanzas of 
Tyrtaeus 12. 

Each of these interlocked responsions of the ‘Prologue fall at the 
beginning or end of a stanza, and they are, as we might expect of 
Callimachus, extremely sophisticated, combining as they do, two 
different, but related schemes, both formulated around a negative 
statement that takes up the second half of a pentameter: three are 
concerned with $a (lines 2, 30, and 38), while three (12, 20, and 
30) dismiss the rhythmically isolated and aesthetically loaded words 
(discussed earlier) that describe the rejected style of poetry: 


lines were apparently better known in antiquity than all of the other verses of the 
"Prologue; suggesting that they appeared in a significant position, either first or last 
lines of a poem or of an important section of a longer poem. They are cited by the 
scholia vetera to Hesiod's Theogony (at line 81) and they seem to have been particu- 
larly important to Callimachus himself, who at the end of his Epigram 29, seems to 
quote them as a kind of sphragis to recall his most famous poetic achievement, much 
the same way as Vergil recalls the first lines of his famous Eclogues at the end of the 
Georgics. See Faraone (1986) for discussion. 


20 Hopkinson (1988) 97. 
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ot Moons oùx éyévovro didou (2 = start of 1st stanza) 
peyáàn © oók édidaée yvvý (12 = start of 2nd stanza) 
Bpovrá]v oùk éuóv, àAAà. Avds (20 = end of 2nd stanza) 
0]ópvBov & o0k ébiAnoav dvwv (30 = start of 4th stanza) 


modios ok dzréÜevro didrovs (38 = end of 4th stanza) 


The pattern is quite persistent here, with oùx appearing in the same 
position followed in every case but one by a four-syllable aorist verb. 
The syntactic, programmatic and thematic connections between 
these five pentameters, each placed in the first or last couplet of a 
stanza, are dazzling, especially when we recall that the second and 
fourth stanzas (which each begin and end with one of these respond- 
ing verses) are themselves also closely aligned by references, both 
explicit and implicit, to Mimnerman poetry or technique. I should 
stress again, however, that these Callimachean responsions are sub- 
tler than the Tyrtaean ones, because although they involve a repeti- 
tion of key ideas and terms (e.g. friendship or affection) and the use 
of the same syntax (oix followed by a third-person, four-syllable 
aorist verb) they never repeat verbatim any phrase or word, with 
the exception of the negation oix. 

From the responsions charted above and the overall stanzaic 
design sketched earlier we can, I suggest, draw two inferences about 
the received text of Callimachus' ‘Prologue’: (i) the fragmentary last 
couplet preserved on the papyrus (lines 39—40) marks the beginning 
of the next section of the ‘Prologue’ or of the Aetia proper; and (ii) a 
single couplet has dropped out of the third stanza. This leaves us with 
the following scheme: 


[1-10] Callimachus argument with and reply to the Telchines 
(part 1) 

[11-20] Callimachus argument with and reply to the Telchines 
(part 2) 

[21-28] Apollo’s exhortation to the best poetry (missing one couplet) 

[29-38] Callimachus’ meditation (beginning with yàp) on Mimner- 
man song 

The primary rationale for suspecting that a couplet has gone missing 


from the third stanza is, of course, the same as in Solon 27 or 
Tyrtaeus 11.21—28: the overarching structure of the ‘Prologue’ and 
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especially the persistent fivefold responsion of the negated phrases 
(all beginning with oóx) at the start and finish of most of the stanzas. 
There is, moreover, no formal conclusion to Apollo's speech in the 
surviving papyrus text, although the broad scholarly support for the 
restoration of the transitional phrase rà mOduy]v (‘and I obeyed 
him’) at the beginning of line 31 reveals the expectation that there 
should be one. The accepted restoration is quite possible, but 
I suggest that it is a priori more likely that Callimachus concluded 
Apollo's commands with a now-missing couplet that brought closure 
to the stanza of exhortation. 

If I am correct in tracing this stanzaic design in the ‘Prologue, it 
remains to summarize how these formal divisions organize the 
content of the poem thematically. We have already seen how the 
"Prologue' divides easily into two equal sections each composed of a 
pair of stanzas. In the first half (1-20) Callimachus reports the 
attacks of his rivals and then quotes his own reply, using mainly 
quantitative measurements, such as length or weight, to contrast the 
themes and style of his poetry with that of his rivals.?! He also 
disparages his rivals as a race (yévos) or tribe ($0Aov), whose poetics 
and themes are then unfavourably linked in the second stanza with 
barbarians like the Persians or Pygmies. In the second half of the 
"Prologue, in contrast, he uses qualitative (i.e. not easily measured) 
distinctions of refinement, such as ‘common’ vs. 'untrodden' or ‘clear 
sound’ vs. ‘din’? and (in the second half only) analogies to ani- 
mals—the cicada and ass—rather than foreigners. It is clear, more- 
over, that Mimnermus plays a special role in the ‘Prologue’ as a 
model for Callimachus. He is, as far as we can tell, the only poet 
named explicitly in text, appearing prominently in the first verse of 
the second stanza as a counterweight to the harping Telchines, and he 
seems to be the model for the entire fourth stanza, which takes up the 
theme of old age. 

Given this emphasis on Mimnermus it is fair to ask whether 
we find any traces of specifically Mimnerman technique in the 


21 For the emphasis on the quantitative, see Massimilla (1996) 199-216, who 
labels lines 1-20 as ‘la poetica dell'esilità' (p. 199). 

22 Massimilla (1996, 217) summarizes the theme of lines 21—40 as ‘la poetica della 
raffinatezza? 
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"Prologue: As we saw in Chapter 2, the shortness of the surviving 
fragments (the longest is eight couplets), does not allow us to know if 
Mimnermus ever used such an elaborate system of responding and 
parallel verses to link stanzas in a series as Callimachus does in his 
‘Prologue. We did identify, however, at least two well-composed 
stanzas among his surviving fragments. His technique was particu- 
larly dazzling in the first section of Mimnermus 2, where he girded 
the stanza with an elaborate and sweeping scheme of triple ring- 
composition, with the key words ending lines 1-3 (apn, rjeAMov, vfus) 
systematically answered in strictly reversed order by the same words, 
which appear in the second half of the stanza at the ends of lines 7-9 
(HBns, Héros, opus). We can now add to our appreciation of the 
artistry of these verses the fact that Mimnermus elaborates and 
sustains the repetition of the word 7#éAvos by embedding it in pen- 
tameters that share the same kind of parallel enjambment, word 
placement and sound pattern that we saw repeatedly in Callimachus' 
"Prologue": 


€apos, OT al aùys avéerar rjeMov (2) 


(oom eee, > 
kaprós, ócov T emt ynv Kidvatat HéALos (8) 


Likewise, the repetition of the word &pņ at the end of lines 1 and 9 is 
preceded in both cases by similarly shaped five-syllable words that 
begin with the same letter: zroAváv0euos wpn (1) and zapapetperar 
epus (9). This relatively subtle kind of rhythmical repetition and 
syntactical parallelism prompts the suggestion that if we had a much 
longer, continuous section of Mimnermus' verses, we might observe 
that he (like the Callimachean imitation in the ‘Prologue’) used these 
same techniques as well to emphasize much wider verbal, syntactical 
and thematic parallels between responding verses placed in two or 
more different stanzas, 

I should, finally, stress how both Mimnermus and Callimachus 
carefully design an individual stanza, by looking one last time at the 
best preserved and most Mimnerman stanza of the ‘Prologue’: 


^ H » v ^ \ 27 a ay 
TW mbóun]v:. EVL TOLS yap dei dopev Ot Avyüv 1NXOV 


rérrwyos, O]dpuBov © oùk èpiàņoav Óvov. 30 


MNA rien, g RENI 
Onpt èv ova óevri maveikeAov óyrijoavro 
y P TN ea 2 Dun , 
àAAos, ey] a & einv ovla] xós, 6 vrepóeis, 
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- F [4 ^ e / a M 3 
Â mávTcs, iva ypas iva Ópócov Hv uev delw 
$ > # 27 x » 
mpækiov ex dins Ņépos elap €dwr, 
35 ave To 0 é€xdvoyu, 76 Lor Papos Gooov éneori 
TpvyMoxw bA0@ voos ém EyKeAddw. 
wee Motoa yàp doovus tov opa Tatdas 


py AoE, ToALOVs odK améHevto didous. 


I obeyed him, for we sing among those who love the clear sound of the 
cicada, not the din of asses. Let another bray like a long-eared beast; I would 
be the small, the winged one, ah truly, that I may sing feeding upon the 
moisture, the morning dew from the divine air, and that in turn I may shed 
old age, which is a weight upon me, like his tricorn island upon destructive 
Enceladus. [...] for whom the Muses look upon with favor as boys, these 
they do not abandon as friends when they are old. 


This is, as we have seen, a meditative stanza of a type popular in early 
elegy, introduced by yáp and intermixing present, optative, and 
gnomic aorist verbs to describe and at the same time perform the 
kind of poetry Callimachus prefers. And just as the meditative 
stanzas of Tyrtaeus contrasted the brave man and the craven, these 
verses compare and evaluate elegiac poetry in starkly opposed terms 
such as the ‘clear sound’ of a cicada and the ‘din’ of an ass. If this 
stanza were found alone (without the restoration at the start of line 
28) on a tattered papyrus or in the manuscripts of a late Roman 
florilegium, we might be tempted, as we are in the case of Mimner- 
mus 1 and 2.1-10, to imagine that it was a complete poem that nicely 
contrasts a heavy and light style of poetry and the heaviness of old 
age and the lightness of youth. Even the underlined phrases at the 
end of the first and last pentameters, although they are stripped from 
the wider pattern of multiple responsions within the ‘Prologue’, work 
extremely well within the single stanza to frame these contrasts 
within the realm of dia. Callimachus sings for those who love the 
better kinds of poetry, just as the Muses continue to love the elderly 
poet who keeps singing such poetry. 

The final couplet (37-38) moreover, regardless of its lost begin- 
ning, clearly brings the stanza to a climax, with a summary sweep 
(‘For the Muses do not abandon...") that reverses the initial help- 
lessness of the aged narrator. The feeling of closure here is further 
intensified, as we saw earlier at the end of Callinus 1 and Xenophanes 2, 
by the internal pentameter rhymes in the last two couplets: óÀoo ... 
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"EykeAáóq (36) and modios ... plovs (38). Although there is little 
evidence among the few extant fragments that Mimnermus used 
such rhymes in his poetry, there seems to have been a tradition in 
the Hellenistic period that he did so. Hermesianax suggests, in fact, 
that Mimnermus invented them:23 


Mipveppos 86 tov 1jóív, s eDpero moAAóv avatAds 


\ ^ ^ \ 1 
NXOV KAL paa co TIVEULG TO TTEVTAMET POV. 


And Mimnermus, who after much suffering discovered the sweet echoing- 
sound and breath of the soft pentameter. 


Despite the fact that Hermesianax often uses such medial rhymes in 
his work, it is difficult to resist the temptation in this case that he 
wishes us to hear the 'echoing-sound and breath’ of Mimnermus’ 
‘soft pentameter’ precisely in the rhyme of padaxotd and 
mevrauérpov. Hermesianax, in short, appears to describe a notable 
and perhaps novel feature of Mimnerman verse (a rhyming echo in 
the pentameter) and at the same time cleverly demonstrates this echo 
with the word 'pentameter' itself. I suggest that Callimachus alludes 
to this same tradition, when he brings his own Mimnerman stanza to 
a close with the pair of pentameter rhymes in lines 36 and 38.24 Thus 
here in the final stanza of his programmatic "Prologue, where he at 
the start of the second stanza set forth the verses of Mimnermus as an 
important model for the best elegiac poetry, Callimachus seems to 
engage in the same kind of learned play as Hermesianax: he affirms 
his allegiance to Mimnermus by taking up the theme of old age, while 
at the same time playfully imitating the ‘soft echo’ of the old master 
in the final two couplets.?5 


23 Powell (1925) Hermesianax, Fragment 7.35—36. 

24 [n the ‘Prologue, moreover, Callimachus, like Hermesianax, focuses on the 
sweetness of Mimnermus' shorter poems (11-12: Mipveppos dtu yàvkús, ai kara 
Aerróv «DIETS ý ueyààn 9 oùk edidake ywnj), and then he deploys Tixov, the same 
word that Hermesianax uses, in a similarly emphatic position at the end of the first 
hexameter of this last stanza (29—30: évi ots yàp aelSopev ot Acyov xov | TETTLYOS, 
0| dpuBov & oà« édtAgoav õvwv, where (as we have seen) it responds closely to the 
lines just quoted (11-12). Here, of course, the ‘the clear ĝyov of the cicada, is best 
understood in its more common meaning of 'sound' (as translated above), but 
nonetheless a sound that reverberates like that of a cicada. 

25 [n the first couplet of this same elegiac stanza Callimachus contrasts the ‘echo of 
the cicada’ with the ‘din of asses’. If the poet is, as I suggest, calling attention to his use 
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Finally, although it is quite beyond the scope of this study to offer a 
full and satisfying reading of a text as rich and as damaged as the 
‘Prologue’, suffice it to say that it is entirely appropriate for Callima- 
chus in this poem to adopt the critical elegiac tone of an elder 
upbraiding a group of contemporary or—perhaps more likely 
given the emphasis on his advanced age—younger poets, for this is 
precisely the role of a traditional elegiac poet, whether he gives advice 
to young men on war, politics, or affairs of the heart. One is 
reminded, for example, of the seal-poem at the start of the Theog- 
nidean 'Cyrnus Book’ (19-38), where the poet recalls the time he 
learned proper behavior from his elders ‘while still a youth’ (28: zais 
ër éov), and then goes on to teach these same things to Cyrnus in the 
second stanza (29—38).26 Callimachus presents himself in similar 
fashion, I suggest, when he recalls what Apollo advised him, when 
as a young man he first began to compose poetry. Indeed, just as the 
Theognidean poet speaks the wise and presumably verbatim words of 
his elders in the stanza of traditional exhortation that follows the 
seal-poem, so, too, Callimachus quotes Apollo's advice directly and 
with a generic vocative ‘o singer’ (24: do.dé) that theoretically allows 
them to be repeated with each successive generation. In both cases, 
then, we are to imagine that the next generation of young men—the 
Telchines and the 'Cyrni'—are in some palpable way instructed 
directly by the teacher of the poet, whose advice is embedded directly 
in his song. 

Callimachus has studied the archaic elegists carefully and his 
"Prologue'—a tour de force of stanzaic technique—pays homage to 
them. His poem is, however, a product of the library, not the 
symposium, and his apparent revival of the style of long-dead 
poets like Mimnermus seems driven by a desire to rehabilitate the 
elegiac poetry of his day by imitating the best that archaic and 
classical poets have to offer. And he launches this revival in manner 
that is entirely appropriate to the genre of elegy: he imagines himself 


of the pentameter rhyme in the final two pentameters of the "Prologue then it is 
perhaps significant that in his description of the ‘anti-model’ of the Telchines, he 
(playfully?) deploys a near-rhyme (in the first pentameter of the stanza) to describe 
the ‘din of asses’ (0]ópvBov & ode éd(Agoav dvwv), in a place where we might have 
expected a real one (cf. Callinus 1.13). PREX 


26 Discussed earlier at the end of Section 3.1. 
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as an elder upbraiding and teaching a recalcitrant younger generation 
about what constitutes better or worse poetry. This is, I think, far 
different from Euripides' project, who at the end of the fifth century 
might also be said to archaize when he places in the mouth of 
Andromache a presumably older form of threnodic elegy. Euripides, 
however, was probably part of the last generation of poets who could 
have heard traditional elegies sung at symposia in Athens, and who 
may have even witnessed in his travels the kind of lament that 
Andromache sings. By bringing that lament to the Attic stage, how- 
ever, he was not attempting to revive a lost art as Callimachus seems 
to do, but rather he was using and adapting to the stage yet another 
(barely) living song culture to enliven the tragic monodies for which 
he was justly famous. It is rather the case of one talented composer 
borrowing from the disappearing folk cultures of his day, somewhat 
in the manner that Chopin or Bartok imitated in their own music the 
forms of the eastern European folkdances. Callimachus, however, 
seems to be more conscious of great distance between the archaic 
poets and himself: they composed their stanzaic songs orally to the 
tune of an aulos, while in his encounter with Apollo Callimachus 
carefully places a wax tablet on his knees as he begins to inscribe his 
very first poem. 


8 


Conclusions 


The five-couplet stanza appears to have been popular among early 
elegiac poets as a frame for a short poem or contribution to a 
sympotic performance, and also as a helpful unit for assembling 
longer compositions. Given the fragmentary evidence for early 
elegy, it is fruitless, of course, to invoke statistics in any probative 
way, but they do give us some sense, albeit grosso modo, of the 
importance of this feature. Of the extant fragments longer than 
four couplets it is remarkable how many are themselves either pre- 
served as rhetorically complete and coherent five-couplet units or as 
longer stretches of two or more such stanzas. All of the longer 
fragments of Tyrtaeus (and probably Callinus 1, as well) seem to 
have been composed, at least originally, in five-couplet stanzas,! and 
among the fragments of Archilochean elegy only one sufficiently 
legible poem longer than four couplets survives and it is indeed a 
well-crafted stanza (Fragment 13).2 The extant corpus of Mimner- 


! As we saw in Section 3.1, Callinus 1 preserves one clearly coherent stanza at its 
end (lines 12-21), which is probably preceded by three and a half couplets from the 
end of another. Tyrtaeus 4 is itself a complete stanza (see Section 2.2) and his longer 
fragments (10, 11, and 12) contain eleven stanzas in total. Or to put it another way: of 
the 131 lines preserved in Tyrtaeus' longer poems 120 have survived in recognizable 
stanzaic form. I exclude from my count the Tyrtaeus papyri (Fragments 2 and 18-23), 
because they are too lacunose to allow any kind of close analysis, but Bowie (2001, 
46—47) points out that Fragment 2—formed by the overlap of POxy. 2824 and a short 
quotation from Strabo 8.4.10— seems to begin with a section of exhortation (2-11, 
see 10: meðwuela), followed by one of description or narrative (13—16). Since this 
second section begins with yáp (13) and uses present and perfect indicative verbs, 
I suspect that this fragment might also have been part of a Tyrtaean poem composed 
in alternating stanzas, like Fragments 10 and 11. 

? The recent publication of POxy. 4708 provides us with a tantalizing glimpse of a 
longer elegiac poem by Archilochus that mentions Telephus, Argives, and Trojans, 
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mus includes four longer fragments and of these, two are or contain 
well-designed stanzas (1 and 2), and a third includes a five-couplet 
digression from a longer poem (12).? Mimnermus 14, on the other 
hand, is an eleven-verse narrative fragment and shows no obvious 
signs of stanzaic boundaries. Of the four longer fragments of Solon, 
one is a complete stanza (24), two use the elegiac stanza consistently 
as an important structural device (4 and 27),5 and the last (13) has a 
stretch of three stanzaic catalogues at its centre.$ 

The Theognidea is, as we would expect, much more inconsistent. 
Of the forty-three lines that make up the beginning of the ‘Cyrnus 
Book’ (19-62) forty seem to be organized into elegiac stanzas.” The 
remaining four-fifths of the “Cyrnus Book’ (62-237), however, show 
a much smaller percentage of stanzas.8 Solon 13 has a similarly odd 
mixture of three well-designed and continuous stanzas (the cata- 
logues in lines 33—62) that are preceded and followed by a total of 
forty-eight verses that show almost no signs of the five-couplet 
stanza.° This is not, of course, unexpected, since, despite the ingenuity 


and describes a river choked with corpses and a battle scene. It is either a mytho- 
logical narrative or (more likely) part of an extended mythological exemplum. 
See Obbink (2006) for text and discussion. Although Fragment 1 of the papyrus is 
fifteen verses long, it is very damaged, missing the beginning and end of nearly every 
line and without any scholia to help with reconstruction. If it is composed in stanzas, 
I cannot tell. 


3 For the stanzaic architecture of Mimnermus 12, see Appendix I. 

^ Solon 24 and Theognidea 719-28 seem to record different performances of the 
same five-couplet elegiac poem that all editors treat as a complete poem. 

5 As we saw in Section 2.3, Solon 27 seems to have originally been two stanzas in 
length, but it has lost a single couplet that originally described the eighth hebdomad. 
Solon 4 has a coherent stanza at its start and finish, and has traces of two others in the 
lacunose middle of the poem; see Appendix II. 

6 Solon 13.33—62, for which see Section 2.3. 

7 The five-couplet stanzas include: 19—28, 29-38, 39-48, and 53-62; see above 
Sections 3.1 and 4.2 for discussion. 

8 119-28, 133-42, and 183-92, which add up to thirty verses out of a total of 175. 
For the stanzaic design of 133-42, see Appendix III. Of the more than 1,100 verses 
that come after the ‘Cyrnus Book’ (255ff.), only 110 are obviously composed 
in five-couplet stanzas: 341-50 (the prayer to Zeus discussed in Section 2.2); 
429-38; 467-96 (the three symposium poems in Section 4.1); 657-66; 699—718 
(the Sisyphus poem in Section 4.2); 773-82 (the prayer to Apollo in Section 2.3); 
993-1002; 1135-44; 1341-50 (the Ganymede poem in Section 2.3) 

9 Weil (1862, 2-6) argued that all of Solon 13, except the final six-couplets, was 
composed in stanzas of four couplets each, but he was incorrect in this judgement, as 


158 Conclusions 


of some modern commentators, the unity and consistent authorship 
of both the Theognidea (even the 'Cyrnus Book’) and of Solon 13 has 
been suspected on account of their internal disorder and discontinu- 
ities of thought, which seem to reflect more of the flotsam and jetsam 
of centuries of excerption, collection, and reproduction, than the 
unmitigated original design of a single author.!° After the archaic 
period our evidence for new stanzaic compositions is slim. Indeed, 
aside from the six-couplet stanzas of Xenophanes and the 
Euripidean lament in the Andromache, original compositions in 
elegiac stanzas seem to disappear from the extant poetic repertoire.!! 
Nearly all of the extant longer fragments of Xenophanes’ contem- 
porary Simonides are too lacunose for this kind of analysis, although 
Fragment 11 does show faint traces of a pair of coordinated stanzas 


my analysis of the centre of the poem (33-62) demonstrates (see Section 2.3). It is 
true, however, that if we remove these three catalogue-stanzas, we are left with a series 
of five possible four-couplet stanzas, followed by a single three-couplet one. None- 
theless, because ancient authors clearly agree that the opening prayer to the Muses 
was by Solon, I suggest below that the first thirty-two lines of Solon 13 are probably 
genuine, but badly truncated or abbreviated by Stobeaus or his scribes. 


10 Excepting his assumption of a biographically discrete “Theognis’, few scholars 
would nowadays disagree with Gerber's description (1999, 7) ofthe Theognidea as ‘an 
anthology containing genuine works of Theognis, selections from other elegists (e.g. 
Tyrtaeus, Mimnermus, Solon) and anonymous poems, together with numerous 
verses repeated throughout the corpus, usually with some slight variation. With 
regard to Solon 13, Linforth (1919, 112) summed up 19th-cent. scholarship as 
follows: 'Some have found in it nothing but an aggregation of disjointed scraps; 
others have regarded it as a splendid work of genius.’ According to Gerber (1970) not 
much had changed in a half century: ‘Some have argued that only part or parts of it 
are genuine, the rest being excerpts from different gnomic writers rather carelessly 
joined together. Other have put forth a variety of theories in an attempt to explain the 
sequence of ideas? Both Linforth and Gerber were, in fact, fairly staunch unitarians, 
as has generally been the trend in Anglo-American and German scholarship—see 
Mülke (2002) 232-35— but they understood that a wide range of opinions prevailed. 
I assumed the unity of Solon 13 as a given, until my research on the stanzaic 
architecture of elegy suggested otherwise; in reviewing the scholarship, it seems to 
me that in the end the ‘Italian school’ had it right from the very beginning; see e.g. 
Romagnoli (1898, 55—57), Perotta (1924), and Maddalena (1943, 12), who argue that 
Solon 13 is a ‘cento’ of different elegies, beginning with some that were Solon’s and 
ending with some that were not: see my detailed discussion below in this chapter. See 
Lardinois (2006) on the whole question of the authenticity of Solonic verses. 

!! Of course, a discovery of a papyrus containing a sizable section of a longer lost 
elegiac poem like Antimachus' famous Lyde (late 5th cent.) could instantly change 
this perception. 
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(see the start of Chapter 6). Some short poems by Evenus (8a and c) 
and Ion of Chios (27) likewise suggest that the tradition may have 
lingered in the context of the symposium as well. It is clear, then, that 
although the five-couplet stanza was an important feature of early 
elegiac poetics, its importance dwindled during the fifth century, 
probably, as I have suggested throughout this study, around the 
same time that elegy is separated from its musical accompaniment. 

It remains, then, to sum up the salient features of the elegiac 
stanza. Like most early Greek poets, the elegists made frequent use 
of ring-composition in individual stanzas and at the beginning and 
end of larger structures as well, such as the coordinated pairs of 
stanzas used by Solon and Xenophanes, the three-stanza run in 
Tyrtaeus 10, or, grandest of all, in the four-stanza frame of Tyrtaeus 
12.12 [n this study I have, moreover, tried to isolate a number of other 
typical features that are crucial for identifying the elegiac stanza. 
With regard to the internal structure of the individual stanza, for 
example, we saw how Archilochus 13, Mimnermus 1, and other 
fragments exhibit a tell-tale twist in the very middle that unsettles 
the stanza and lends it a peculiar A-B shape. Also popular, especially 
in the Theognidea, is the single-stanza poem with a four-plus-one 
format: four lines of meditation capped by a single exhortation. 
The early elegists, moreover, often use stanzas to frame rhetorical 
set-pieces, which in turn display their own idiosyncratic features. 
Catalogues and priamels, for instance, often devote one regular end- 
stopped couplet to each item on the list, while prayers are often 
framed by the name of a god at the beginning and end of the stanza. 
Stanza-long digressions, like the one on Sisyphus’ xaraBaous ( Theog- 
nidea 703-12), are somewhat more complicated.!5 

Another notable feature of stanzaic composition is the frequent 
combination of stanzas into linked pairs. Sometimes these pairs 
connect a stanza of exhortation with one of meditation that explains 
or defends (yap) the exhortation (for example, the first two stanzas of 
Tyrtaeus 10), or in reversed order, where the meditation provides the 
rationale or trigger for the advice, which follows (Tyrtaeus 11.1-20 or 


12 See e.g. Fowler (1987) 64-82 passim. 
15 See the beginning of Ch. 5 and Appendix I for discussion. 
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Theognidea 19—38). Tyrtaeus 12 and the fragments of Solon, on the 
other hand, produce a different pattern, since they are almost entirely 
meditative or descriptive and the paired stanzas within them tend to 
be aligned, balanced and contrasted by formal responsion. The 
pattern is perhaps best illustrated by the poetry of Solon, where we 
find a number of continuous ten-couplet meditations composed as 
independent stanzas that are nonetheless closely linked by parallel 
structure and responsion, for example, the catalogue of the ages of 
man (Solon 27), which subtly compares the physical development of 
a boy's body in the first half of life (1-10) with the evolution of a 
mature man’s cognitive and rhetorical skills in the second half (11- 
18). Likewise in the catalogue of vocations in Solon 13, which is 
designed as two elegiac stanzas (43—52 and 53-62) closely linked 
by the sixfold reiteration of various forms of the pronoun dAdos, 
each placed at the start of a hexameter. But here, too, Solon carefully 
distinguishes the individual stanzas by differences in content 
and structure, in the first stanza adapting the form of a priamel, 
which subtly praises the poet's vocation, while in the second focusing 
on the special gifts and limitations of the god-given roles of seer 
and healer. 

Some evidence suggests, moreover, that when stanzas are com- 
posed in coordinated pairs, the internal boundary between them is 
felt to be weaker than the external boundary between pairs. We saw, 
for example, that the poet who re-performed the extant version of 
Tyrtaeus 12 overran the boundary between the first pair of stanzas 
(1-10 and 11-20), but not the boundary that separated this pair from 
the one that followed. Since, as we have seen, the sympotic tradition 
of performing elegy in the round probably admitted both single- and 
double-stanza contributions, I suspect that some post-archaic re- 
performers began to think in terms of two-stanza units and were 
less concerned about preserving the internal boundary between 
them. This tendency is, I think, nicely illustrated by the Theognidean 
poem with the long digression on Sisyphus: the poet who improvised 
this coherent ten-couplet poem completely ignores the division 
between stanzas, but nonetheless seems to respect the idea that the 
ten-couplet stanza is an appropriate length for an elegiac poem. 

At the beginning of this study, I asked a few questions that my 
students had posed to me: What was the length of a typical elegiac 
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poem? Which of the surviving fragments are complete poems? How 
did elegiac poets mark the beginning and end of their compositions? 
What formal devices did these poets use to lend internal structure to 
their poems? As we can now see more clearly, the answers to these 
questions are, in fact, all connected in one way or another with the 
use of the elegiac stanza. There are, for instance, a number of 
examples from the archaic period of brilliant and striking composi- 
tions of a single stanza—Mimnermus and Archilochus come to 
mind—which are either complete poems or sections of a longer 
poem or of a cycle of contributions recited in turn around the 
symposium. The symposiarch-poems and the city-poems suggest, 
moreover, that poets and singers at symposia could compose and 
improvise single-stanza poems that address common themes and 
even take a generic form, while at the same time correcting or 
disagreeing in various subtle and not so subtle ways with composi- 
tions on similar themes. There is, in short, little reason to doubt the 
existence of the complete five-couplet elegiac poem or sympotic 
contribution, although in the case of any individual five-couplet 
fragment, like Archilochus 13 or Mimnermus 1l, we will never 
know for certain whether they are short poems of this type or stanzas 
belonging to a longer composition. The survival, moreover, of rhet- 
orically well-rounded two-stanza fragments concerned with the sym- 
posium, such as Xenophanes 1 or the Theognidean 'Seal-Poem, 
suggest that at some symposia the length of each contribution 
could be doubled in size. 

It is, however, more difficult to say for certain if any of our extant 
fragments stood at the beginning or the end of a longer poem. In the 
past, the appearance of so-called continuative particles at the start of 
an elegiac fragment—for example: 8£, aAAa, and yáp— suggested to 
some that it must have been extracted from the midst of a longer 
poem, but in recent times scholars have come to an understanding 
that such particles could very well appear at the beginning of 
a discrete elegiac poem, especially if it was thought to be part of a 
longer group performance at a symposium. Knowledge of stanzaic 
design helps us to enlarge and fine-tune these observations. We have 
seen, for example, that yáp frequently appears at the start of a 
meditative stanza and àAA& (and occasionally ror) at the start of an 
exhortation or a prayer. Other stanzas begin without such particles. 
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The sympotic contribution of Ion of Chios and the similar compos- 
ition preserved on the Elephantine papyrus, for instance, both begin 
with a bare imperative (ya:pérw and xaípere) and the Theognidean 
poet, especially in the “Cyrnus Book, seems to start new poems with 
an initial vocative (e.g. Kupve at lines 19, 39, and 53). It is, however, 
impossible to document this as a regular tendency. Tyrtaeus 10, for 
example, begins with a meditation introduced by yáp, Tyrtaeus 11 
with a series of imperatives introduced by add, and Tyrtaeus 12 (an 
entirely meditative poem) with a long conditional sentence that is 
introduced without any particle at all! The only two cases of vocatives 
in the Tyrtaean fragments, moreover, fall in the middle of their 
stanzas, not at the start (10.15: ô véou and 11.35: à yvuvires). As 
modern readers we may instinctively feel that the vigorous opening 
lines of Tyrtaeus 11 (Come, take courage, for your stock is from 
unconquered Heracles") would make an excellent beginning to a 
longer martial elegy, but we cannot be sure. 

Occasionally later authors tell us or imply that a fragment comes 
from the very beginning of a poem, information that can sometimes 
be confirmed by patterns of quotation. Clement of Alexandria 
(6.11.1), for example, tells us that Solon's invocation of the Muses 
(Fragment 13.1—6) stood at the beginning of the poem from which 
they came, and since Crates (Fragment 1) begins an elegiac parody 
with this same prayer, there seems to be solid ground for asserting 
that these verses mark the start of Solon 13. But such evidence is hard 
to come by, and even more so for the ends of poems. I can suggest— 
as I have from time to time in this study—that elegiac poets often use 
devices, such as ring-composition, as well as linguistic markers for 
explanation (yap) and summary (ov7ws) to mark the close of an 
individual stanza, but we have no reliable way of knowing when the 
end of a stanza coincides with the end of a poem. We have noted a 
few special cases where internal pentameter-rhymes are deployed in 
two successive couplets at the end of a stanza and may serve (to 
borrow a term from Herrnstein-Smith) as a ‘terminal modification’ 
that signals to the audience that the poem is about to end.!4 English 


14 Herrnstein-Smith (1968, 44—46 and 51—52) discusses various forms of ‘terminal 
modification' at the ends of English songs and sonnets. 
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and Italian poets, for example, often use rhymed couplets as a regular 
marker of closure,!5 and Shakespeare even uses such rhymed couplets 
in his plays to signal the end of a scene.!© Greek elegiac poets used 
other kinds of terminal modifications. Callinus, for example, en- 
hanced the effect of the pentameter rhymes in the last two couplets 
of his Fragment 1 by also placing spondaic hemiepe at the beginning 
of each of the last four verses. The final stanza of Tyrtaeus 12 ends 
with spondaic rhythms and Solon likewise uses spondaic first feet in 
the final five verses of the ‘Eunomia’ fragment (4.35—39).!7 Xenopha- 
nes 1 ends in similar fashion, as does the final stanza of the Calli- 
machean ‘Prologue’, the stanza that seems most influenced by 
Mimnermus. The combination, then, of these specifically elegiac 
forms of terminal modification, along with a satisfying sense of 
rhetorical closure in all of these fragments, at least, suggests that 
they may have stood at the very end of a longer composition. 


My teacher and friend Jack Winkler, the second dedicatee of this 
study, once identified two basic kinds of scholarly books. There are 
those, for example, that aim at being the last word on a well-worn 
subject, in which the ultimate goal is explicitly or implicitly to close 
down an area of scholarly discourse forever by providing the best and 
irrefutable argument. But then there are those that aim to open a new 
or inactive area of inquiry by asking new questions and encouraging 
renewed debate with the expectation that some or even all of the 
arguments presented must in the end be refined or even abandoned. 
It should be clear at this point, if not earlier, that this study belongs to 
the latter category and that in attempting to revive, enlarge, and 


15 See Herrnstein-Smith (1968) 51—52, for the rhyming couplet that brings to a 
halt the forward motion of the English sonnet. Rutherford (1997, 56-57) draws a neat 
parallel between Herrnstein-Smith’s ‘epigrammatic ending’ of the rhymed couplet of 
a sonnet and a type of Pindaric ending (e.g. the end of Nemean 8), which involves a 
terse uév—óé comparison that is coordinated with the metre. 

1$ My colleague David Bevington kindly offers some examples of scenes that end 
with a rhymed couplet: Love's Labors Lost 5.1; Comedy of Errors 3.1; A Midsummer 
Night's Dream 3.1, and Hamlet 4.3 and 4.4. There are three rhymed couplets at the 
end of Romeo and Juliet 2.2. 

17 See van Raalte (1988) 148 n. 8 for the effect of the spondaic hemiepe at the end 
of Callinus 1 and Tyrtaeus 12. I discuss the last stanza in Solon 4 in Appendix II. 
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strengthen Weil's theory of the elegiac ‘strophe’, I endeavour to shift 
scholarly attention away from the content of archaic elegiac poetry 
and towards a fuller and more sustained inquiry into its basic poetic 
architecture and how over the centuries this architecture changed 
andadapted to new circumstances of performance, improvisation, and 
revival. 


APPENDIXI 


Elegiac Digressions (Mimnermus 12) 


We saw in Chapter 5 how the Theognidean poet uses a five-couplet stanza to 
frame a digression in the midst of an ongoing poem: the description of 
Sisyphus’ journey to Hades (699—718) that was inserted into the middle of a 
priamel. I suggest that Mimnermus 12 was deployed in similar fashion and 
I print the eleven-line fragment below to reflect this suggestion: 


"Hé\uos uev yap &Aaxev móvov Huata mávra, 
ovee TOT duTavots yiverat odvdepia 
immo.oiv re Kal avTa, émiv pododdKtudAos Has 
QQeavóv mpodiTobo o)pavóv eicavafy. 
Tov pev yap dia Kbpa pépet ToAUHpatos €bvy, 5 
kouAn, Hdaiorov xepoiv éÀqAapévn, 
xpuvood TYyLHevTos, ómórmrepos, AKpov ef Vdwp 
€000vO' dpradéws xwpov af’ Eonrepiðwv 
yaiav és At@idrwy, iva 07) ov åpua Kat inro 
éoTdo’, opp "Hos jpryévera wdAy: 10 
év énéfn érépwv dyéwv 'Ymepíovos viós. 
For the Sun's lot is toil every day and there is never any respite for him and his 
horses, from the moment rose-fingered Dawn leaves Oceanus and goes up into the 
sky. A lovely bed, hollow, forged by the hands of Hephaestus, of precious gold and 
winged, carries him, as he sleeps soundly, over the waves on the water's surface from 
the place ofthe Hesperides to the land ofthe Ethiopians, where his swift chariot and 
horses stand until early-born Dawn comes. 


There the son of Hyperion mounts his other vehicle. 
The first ten verses are a nicely constructed stanza framed by a skilful bit of 


ring-composition that focuses on the movements of Dawn (Eos) and the 
presence of Helios’ horses: 


207 >» " > / 
oU0é TOT AMTAVOLS YLVETAL ovdeuia 

o " \ > A 2 i, € n TT. 

UTTTTOLOLV T€ KAL QAUTW, ETNV pododaKtvdAos "Has 


’Qreavov spoAroóo! o)pavóv etcavaBy. (2—4) 


yaiav és Aifiómrov, iva 87) 000v apa Kat inro 
éotao’, dpp Hos jpryévera orn: (9-10) 
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Helios cannot, it seems, stop working once Dawn ascends to the sky nor can 
he begin working the next morning until she arrives. Her importance is 
oddly underscored by the fact that the verbs describing her movements 
(eicavaffj and uó), although placed in syntactically subordinate temporal 
clauses in the two sentences, appear in the two most emphatic positions in 
the stanza: the only two points where sentence- and couplet-end coincide. 
And she alone of all the other gods mentioned in this fragment (Helios, 
Oceanus, Hephaestus, the Hesperides) is described twice in what appears to 
be a split rendition of her most traditional Homeric epithet.! 

Mimnermus begins the fragment with an explanation, presumably of 
something that was just mentioned in the previous lines: ‘For (yàp) the 
Sun has got toil as his share all his days...' and for the next nine verses, he 
describes the repeated routine of Helios in a series of present- and perfect- 
tense verbs. The first five couplets, in short, seem to share some ofthe features 
of the meditative stanzas described earlier in Section 3.1. The eleventh and 
final line of this fragment, however, with its aorist verb and the demonstrative 
adverb £v0a—'In that place (i.e. Ethiopia) the son of Hyperion mounts his 
other vehicle'—seems oddly concrete in comparison, and I suggest that it 
marks the beginning of a new stanza, one that perhaps returns to some 
ongoing narrative about nighttime, about Helios or about Ethiopia, the 
place whence he departs to the sky.? But regardless of the main narrative, 
this fragment is organized precisely like the digression on Sisyphus, which 
likewise interrupts an ongoing catalogue of heroes to insert a full stanza of 
narrative about his exploits in the underworld. Indeed, in both cases we 
observe a different kind of responsion than we saw earlier—one that might 
prove unique to stanza-long digressions, if only we had more comparanda. 

Elsewhere in extant archaic elegy, when poets repeat a significant proper 
name, they most often do so in ring-composition within the confines of a 
stanza to provide internal ring-composition to the stanza itself, as for 
example in the Theognidean prayers to Zeus and Apollo, or the Delphic 
oracle described and quoted in Tyrtaeus 4 (all discussed in Section 3.3). Asa 
result, if the stanza is removed from the longer poem in which it sits, the 
ring-composition remains intact. In the two cases of stanzaic digression 


! Allen (1993, 141) notes how Mimnermus takes a well-established Homeric 
formula—7nuos 8 jpvyéveua pávy pododdxtvdos "Hos—and splits it in half, placing 
the last half at the end of line 3 (i.e. in its usual formulaic spot) and the first part near 
the end of line 10. 

? Some scholars connect this fragment with Mimnermus 11 and 11a, which refer 
to the sun and the Golden Fleece in Aeetes’ palace. They suggest that all three 
fragments are from a lost poem on Jason's journey, but the connections are slim. 
See Allen (1993) 99 and Barron and Easterling (1989) 93. 
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discussed here, however, the proper names appear to respond to each other 
from adjoining stanzas. Helios, for example, appears in the first line of the 
digression (1) and in the first line of the continuing narrative as 'the son of 
Hyperion' (11). This sequence is reversed, however, in the case of the 
digression on Sisyphus, for he is named in the last line before it ( Theognidea 
702) and then five couplets later in the last line of the digression itself (712). 

Thus, it seems that in stanzaic composition the word or name that triggers 
a digression is treated not as the initial part of a ring-composition, but rather 
as the first of two responding couplets that set up parallel structures in 
successive stanzas. In both of the digressions under discussion, then, the 
poet finds another focus for the ring-composition that holds the stanza 
together. In the case of the Theognidean poem, the poet could not use 
Sisyphus' name to bracket the stanza-long digression itself, and instead we 
saw how he creates vigorous internal ring-composition around another 
detail (703 and 711-12): how the hero used his famous cleverness to escape 
from Hades. Mimnermus 12 works in similar fashion, except that the 
repetition of the god's name appears in the first, rather than the last couplet 
of the adjoining stanzas. In this case Mimnermus makes Eos and Helios’ 
horses the focal points for the internal ring-composition of the stanza. 
I suspect, moreover, that Mimnermus may have crafted this digression 
with a playful and metapoetic wink at the technique of ring-composition 
itself, for Helios' daily journey takes him on a circuit that begins and ends 
at the very same place (Ethiopia) at which this stanza-long digression begins 
and ends. 


APPENDIX II 


Solon 4 (‘Eunomia’) 


Solon 4, the so-called ‘Eunomia’ fragment, begins with a five-couplet section 
that frets, like the two Theognidean city-poems, about the future of ‘our city’ 
(1: jywerépy 9d 7dAcs) and expresses fears that both the citizens (6: doro/) and 
the leaders (7: #yeudves) are acting in a manner that will doom the city.! 
I suggested at the end of Section 4.2 that this initial stanza probably takes the 
form of a generic 'city-poem': a pessimistic statement about the possible 
destruction of the city, followed by a close analysis of the sociological 
problems that are causing it. The two Theognidean versions seem to have 
been single contributions to a sympotic performance or perhaps as the first 
half of a coordinated pair of stanzas. The stanza at the start of Solon 4, on the 
other hand, introduces a much longer analysis and narrative of social 
decline, followed by a single stanza that proclaims the benefits of ‘Good 
rule’ (Eunomia). 

The eighteen lines between the initial and final stanzas are in fact ruined, 
like the beginning of Callinus 1, by lacunae, but given Solon's use of stanzaic 
architecture elsewhere, we can speculate cautiously about the wider struc- 
ture of Fragment 4. If we skip over for the moment the complete break in 
syntax before and after line 11, we can just barely make out the wreck of a 
coordinated pair of stanzas in the lines that follow (4.12—29):? 


"P t^ , » , 
otf iepõv kTedvwv obre Ti Ógpooícv 
peddopevor kAémrrovow á$aprayf) dAdobev dddos, 
oùðe pvàáocovrtaı ceuva Aixns héuehàa, 
15 3j ovy ca. oúvoiĝe rà yiyvóueva mpd T éóvra, 
TÒ Òe xpóve TavTws HAP dvorewopuévy. 


! Quoted by Demosthenes 19.254—56. Fránkel (1975, 220) quotes and discusses 
lines 1—10 as a discrete rhetorical unit. 

? The diamond brackets are mine and indicate a lacuna of a single verse in each 
stanza. Most editors are agnostic as to the length of the lacunae, and indeed the one 
before line 12 could be longer than the one line I have indicated above. I have not 
printed or translated line 11, a pentameter that stands isolated in our texts by lacunae 
before and after it. 
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2o ; na z , y 
TOUT vj maon TOAEL epxeTat &Akos AUKTOV, 
"EV" ; PA ; 
és Ôe Kakyy Taxéws T]ÀvÜe GovAooóvgv, 
"NE MU ey rhe Sere ; 
Ù orácw éudvdaov móAeuóv & evdovr’ éreyceípeu 
" A nu" 
ôs TOAA@Y parv Aeoev hcin 20 
TA , ; , y 
èk yàp Õvouevéwv raxécs moÀvijparov OTU 
; , ; MOD ; 
TpvxeTat év ouvddois rois dÓucéovoi pidas. 
= Eoi ge , he AA T 
Tatra pev èv uw orpéQerai kaká: rv Óé TEVLXpaV 
ey eae ren ; 
ixvéovtat roAoi yaiav és àMo8amv 
; roo , ? 
mpabévres eouoîsi T deikedíoroi ÓcÜévres 25 
" ; m a we 
oUTw OÓnuóctov kakóv epxeTat oiKAd ÉKAOTW, 
» soy 3 sni , 
avAeor Ò ér exe ok éÜ£Aovot Übpau, 
e N » € ^ er t / e ^ ž. 
údov & úrep épros úréplhopev, eópe è mávrcws, 
> , n > ^5 "n 
ei Kal Tis Pevywv èv uvxQ rj ÜaAápov. 


...Sparing neither sacred nor private property, they steal with rapaciousness, 
one from one source, one from another, and they have no regard for the august 
foundations of Justice, who bears silent witness to the present and the past and 
who in time assuredly comes to exact retribution. This is now coming upon the 
whole city as an inescapable wound and the city has quickly approached 
wretched slavery, which arouses civil strife and slumbering war, the loss for 
many of their lovely youth. 

For at the hands of its enemies the much-loved city is being swiftly worn down 
amid conspiracies dear to the unjust. These are the evils that are rife among the 
people, and many of the poor are going to a foreign land, sold and bound in 
shameful fetters (25)... And so the public evil comes home to each man and the 
courtyard gates no longer have the will to hold it back, but it leaps over the high 
barrier and assuredly finds him out, even if he takes refuge in an innermost 
corner of his room 


These lines are devoted to the pessimistic description ofthe poorly ruled city 
and they are entirely meditative, switching back and forth between present 
and gnomic aorist verbs. 

The second stanza is better preserved. At line 21 Solon seems to begin a 
section of explanation with yàp, which, as we have seen, often marks the 
start of a new stanza of meditation. And if we posit the loss of only one 
pentameter after line 25, lines 21—29 comprise a rhetorically balanced stanza, 
in which the adverb ot7w at the beginning of the final sentence provides a 
summary statement about the outcome of the ‘conspiracies’ mentioned at 
the beginning of the stanza (22). Solon, moreover, frames the stanza by 
echoing the second hexameter (23: raóra uév èv djum otpéperar kaka) with 
a similar phrase in the fourth (26: od7w dyudc.ov kakóv épyerai), common 
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points for ring-composition within the elegiac stanza.? There are similar 
reasons to suspect that the preceding lines (12-20) also constitute a full 
stanza, whose first hexameter has disappeared into the lacuna between lines 
11 and 12. Firstly, Solon places medial rhymes in what I take to be the first 
and last pentameters of the stanza (12: «reávov . . . óguooícv and 20: épariy 
... HAckinv), an occasional feature of stanzaic construction that we have 
seen before.* This stanza is, moreover, formally unified by the repetition 
of the feminine relative pronouns at the beginning of lines 15 and 19, 
which describe the actions of the two abstract personifications at work in 
Athenian society: justice and slavery. Solon sets these descriptions in 
parallel motion by making them each the subjects of echoing and similarly 
structured pentameters: 7 dé ypovw mávress HAP amorercouévy (16) and és 
b€ karv Taxéws HAvoe 9ovAooóvqv (18).5 These verses are effective because 
they contrast deeply the roles of justice and slavery, and capture in a few 
succinct lines the continuous and nightmarish slide from slavery (18) to civil 
crisis and armed conflict (19) to the complete annihilation of the youth of 
Athens (20). 

Taken individually these proposed internal markers of stanzaic structure 
in lines 13-29 are admittedly weaker than most discussed in this volume, but 
our view of the overall architecture of the fragment has undoubtedly been 
hampered by the loss ofa single verse from each stanza, especially at the start 
of the first stanza, since the initial hexameter is so often involved in both 
ring-composition and responsion. But here, as elsewhere, the wider rela- 
tionship between these two stanzas suggests that Solon composed them as a 
coordinated pair, which compares the public and private dangers that loom 
ominously before the people of Athens. In the fourth hexameter of the 
second stanza, for example, Solon, like Tyrtaeus in the second half of his 
Fragment 12, sets up a triple responsion:$ 


5 Here the obvious echo in content and vocabulary is enhanced by a subtler than 
usual parallel in the prosody of the verses, which both have a penthemimeral caesura 
and a strong sense pause at the bucolic diaeresis, in between which we find the main 
verb and its subject: orpéderat kaka (23) and kaxòv epyerat (26). 

^ The rhyme in the final pentameter also echoes the ending of the final word in the 
preceding pentameter (8ovAocóvqv). 

5 Note especially the similarities of sound and sense between mávros ĵÀA® (16) and 
raxécs 1jÀvÉe (18), both of which straddle the mid-line diaresis of their pentameters, 
and the placement of words with the feminine ending -y at the end of the last three 
couplets: drorercouévy (16); 8ovAooóvgv (18); and $Auciqv (20), the last of which (as 
we noted earlier) is echoed in the rhyme in the final pentameter (20: éparzv and 
jAuctqv). 

$ Siegman (1975, 276—77), Fowler (1987, 79), and Mülke (2002, 143) all note these 
verbal echoes. See the end of Ch. 5 for discussion of the triple responsion in Tyrtaeus 
12, between the second and fourth stanza of one stanza (lines 37 and 41—42) and the 
fourth stanza of the preceding stanza (27). 
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ToT HÔN máoy móde epyeTat EAKos ApuKTov (17 = 4th couplet) 


(‘This is now coming upon the whole city as an inescapable wound’) 


Tavra uev ev Sjuw oTpéperar Kaka (23 = 2nd couplet) 
(‘These are the evils that are rife among the people’) 


otTw Snpdo.ov kakóv épxeTat oikad ékáorw (26 = 4th couplet) 


(‘In this way the public evil comes home to each man’) 


We saw earlier how the fourth hexameter in the second of the two stanzas 
(26) echoed the language of the second hexameter (23) and thereby created 
ring-composition within the stanza, but now we can see that line 26 also 
recalls the syntax and wording of the corresponding fourth hexameter (17) 
in the preceding stanza. These two responding hexameters begin with a 
summary term (roór' and od7w) that stands at the start of the final sentence 
of the stanza, a sentence which then runs on for two full couplets. The verb 
épxeTat, moreover, falls in the same metrical position and in both cases has a 
rather vague, neuter singular subject (Axos and kaxòv). These verses draw 
attention, of course, to the thematic parallels between the two stanzas (both 
imagine the advent of some kind of relentless evil), but at the same time they 
highlight, as responding elegiac verses often do, the different public and 
private destinations of the impending disaster: the ‘whole city’ in the first 
stanza (don móde épxerai) and the home of each individual citizen in the 
second (épyera olkad’ éxácro)." Solon also takes great care to distinguish 
these two stanzas stylistically from each other: in the first he uses four 
abstract political terms—justice, slavery, civil discord, and war—to describe 
the impending doom, whereas in the second he avoids such abstract terms 
entirely, and instead he imagines the threat first in the vivid image of the 
poor sold in chains to a foreign land (23-25) and then in very concrete, 
architectural terms, as he describes disaster overleaping the walls and pene- 
trating the inner chambers of private houses. 

The final ten lines of Solon 4 also appear to be an autonomous and well- 
knit stanza (30—39):8 


Tatra áta vuos "A0nvatovs ue keAeóeu 30 
ws kakà mÀetora. móàei Avovopin mapéxer. 
Eùvouiņ Ò edxoopa kai dptia mavr amodaivet, 
\ ERAN DAI > , ; 
kai Paya rots dí kow auditiOnor 7édas: 


7 Siegman (1975) 277. 

8 Campbell (1983, 94) and Irwin (2005, 183-93) discuss these ten lines as a 
discrete unit, and Adkins (1985, 128) suggests in passing that these lines 'if preserved 
with no context would have had the air of a complete poem’ 
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, , N " >, a 
7paxéa. Aeuatveu raver kópov, UBpw àuavpoî, 
e 7 oo ; 
35 avaiver © árqs àv0ca $vópeva, 
T?» ey, IMPEDIT 
cive: e dixas okoAás, omepijóavá T pya 
p rg y ; 
mpavver: mave © épya Ouooraotns, 
eer nm ; y Mac. 3 
mae Ò apyaréns pios xóAov, éori 8 úT adrijs 
; »» 9.7 ; \ ; 
mavrTa kar avOpwrous &pria kat mwuTå. 


This is what my heart bids me teach the Athenians: that Lawlessness brings the 
city countless ills. But Lawfulness reveals all that is orderly and fitting, and often 
places fetters round the unjust. She makes the rough smooth, puts a stop to 
excess, weakens insolence, dries up the blooming flowers of ruin, straightens out 
crooked judgments, tames deeds of pride, and puts an end to acts of sedition and 
to the anger of grievous strife. Under her all things among men are fitting and 
rational. 


Solon begins with a backward-looking pronoun in asyndeton (raóra) that 
summarizes the preceding material—the long description of the evils that 
Dysnomia (‘Lawlessness’) is producing in the city? in much the same way 
that Tyrtaeus, for example, uses oJrws (11) at the beginning of the second 
stanza of Fragment 10 to summarize the previous discussion of the craven 
and homeless warrior, whom he has just finished describing. 

In the remaining four couplets of this final stanza Solon contrasts the 
looming troubles of Dysnomia (raóra) with the potential benefits of Eunomia, 
using ring-composition to bracket his description of the latter with two 
similarly global assertions: evcooua kai &pria mávr in the second line 
(32) and mávra. . .äpria kai mwvrá in the last (39).!° The intervening verses 
(33—38) describe the beneficial actions of Eunomia, using eight present-tense 
verbs, nearly all of which are spondaic and have a soothing effect thanks to the 
proliferation of diphthongs and long vowels: Aeuaíveu waver (three times), 
áj.avpot, avaiver, evOdver and zpaiver.!! And, like the sonorous pentameters 


9 [n the fragment, as it is preserved, the pronoun raóra presumably refers to all of 
the material from line 5 onward, but again the intervening lacunae leave this to the 
realm of hypothesis. For the asyndeton at the start of the stanza with a backward- 
looking demonstrative raóra, see Denniston (1954) xliv. The syntax of the first 
couplet is not entirely clear. West (1992) and Gerber (1999) place a comma at the 
end of it (line 31) and presumably understand that all of the remaining verses are part 
of the indirect discourse signaled by the opening lines raóra diddéar 0vuós "A0nvaíovs 
pe Kedever | ós....I have, however, followed Adkins (1985) and Mülke (2002) in 
replacing the comma with a stronger pause stop in both the Greek and English 
versions, and beginning a new sentence at the start of line 32. With either form of 
punctuation, however, these five couplets form a sensible stanza. For further discus- 
sion, see e.g. Jaeger (1966) 96, van Groningen (1958) 51—56, Gerber (1970) 133-34, 
and Adkins (1985) 121-22. 

10 Gerber (1970) 134. 
11 Jaeger (1966) 96-97 and Campbell (1983) 94. 
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in the final stanza of Callinus 1, the placement of all of these verbs at the 
beginning of four of the last five verses suggests that this stanza may have been 
the conclusion to the poem itself.!? Thematic considerations, in fact, support 
this suggestion, since this stanza also recalls and in deliberate fashion negates or 
reverses many of the specific ills described in the foregoing verses.!3 

We might, then, outline—albeit very tentatively given the lacunose nature 
of the fragment—the stanzaic organization of Solon 4 as follows: 


[lines 1-10] The Solonian city-poem 

«Lacuna of at least one stanza that includes the isolated line 11> 
[lines 12-20] Threat to the whole city [missing first hexameter] 
[lines 21-29] Threat to individual homes [missing third pentameter] 
[lines 30-39] Summation and optimistic discussion of Eunomia 


As we have seen in other long fragments, these stanzas are distinguished 
from each other both thematically and stylistically. The first, as we have seen, 
seems to be a generic set-piece, a 'city-poem' of which we have two other 
Theognidean examples, and the two middle stanzas contrast thematically 
the different civic and private destinations of disaster. The final stanza is 
devoted almost entirely to a description of Eunomia and is stylistically 
marked by a profusion of spondee-shaped verbs that impress upon the 
audience the serenity of a well-ruled city. There are hints, moreover, of an 
alternating pattern among the last three stanzas: the second and the fourth 
primarily use female abstract concepts to describe the political scene, 
whereas the third section avoids abstractions entirely and opts instead for 
very concrete images of individuals and their homes. 

It is a pity that time and circumstances have so mistreated this fragment. 
Preserved in the manuscripts of Demosthenes, one would have thought that 
its chances for complete survival would be great. Enough survives, however, 
to show that Solon was a master of stanzaic composition. For, although we 
have ample evidence in Solon 13.33-62 and Solon 27 of his competence 
in this area, such catalogues seem wooden in comparison, undoubtedly 


12 Adkins (1985) 123. 

13 See Halberstadt (1955), Siegman (1975), 277, Adkins (1985), 122-23, and Irwin 
(2005), 184, who collectively provide the following examples, among others. Verses 
32-34, for instance, in their description of how Eunomia reveals all that is orderly 
(32: evxoopa), puts a stop to excess (34: waver kópov) and weakens insolence (34: Bpw 
àpavpoî), echo and invert the description of the unruly ýyeuóves in lines 8-10, who on 
account of their great hybris (8: UBpios èx ueyáAns) are destined to suffer, because they 
do not know how to restrain excess (9: karéyew kópov) or bring order to the festivities 
of civic life (10: eóópooóvas koopeîv). 
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because of their generic content. In Solon 4, however, we can see how Solon, 
like Tyrtaeus in his masterful Fragment 12, can begin a poem with a generic 
set-piece— Solon uses a 'city-poem, Tyrtaeus a priamel—and from it gen- 
erate a long meditative poem, organized as pairs of coordinated stanzas, that 
uses alternation and responsion to tease out a deeper and more complicated 
understanding of the political inner workings of archaic Athens. 


APPENDIX III 


Theognidea 133—42 


A five-couplet stanza at the middle of the Theognidean 'Cyrnus Book 
displays an interesting hybrid form of the elegiac stanza that combines the 
catalogue format with ring-composition (133-42): 


T E oy " » 
ovdeis, Kópv', drys kai képóeos aitios aDrós, 
3YY3 Dc Y on , > , 
àAA&. beoi roútrwv SwTopes åupoTépwv: 
"y — "NP , "OPE 
obd€ ris àvÜpayrew epyalerat èv dpeaty eidws 135 
"P PNE: » , 
és réAos eiT àyalàv yivetau eiTe kakóv. 
; \ , / Vere UA Us a 
mroMáki yàp ðokéwv Üjoew kakóv éo0Àóv &Ünkev, 
, Bear 23327 , 
kal re Soxa@v Ojoew éo0Aóv €OnKe kakóv. 
"» an 7 ; y , 
ovd€ Tw dvÜpoymov mapayiverai dooa OédAnow: 
» \ ^ PE 9 ; 
loyer yàp xaAemjs Telpar aunxavins 140 
y - ;/ "y "y, 
avOpwror è uáraua. vopiloper, elóóres oùðév: 
T S roo ; m 
Ocol dé kara oQérepov mávra. TeAodat vóov. 


No one, Cyrnus, is responsible on his own for ruin or profit, but it is the gods 
who give both. Nor does anyone know in his heart whether his toil will turn out 
well or badly in the end. For often a man who thought he would fail succeeds and 
a man who thought he would succeed fails. No one has at hand everything he 
wants, since the constraints of grievous helplessness hold him back. We mortals 
have vain thoughts, not knowledge; it is the gods who bring everything to pass 
according to their own intent. 


Most scholars believe that this is a complete poem because the poet places 
the vocative Kópv' near the beginning of the first line (133) and then 
another—this time his patronymic /loAvzaióg—in the line (143) that 
immediately follows these verses and is thematically unconnected to them.! 

Formal signs of unity and completeness abound. Firstly, the poet has 
composed a rhetorically complete thought, by listing three types of common 
human failing, with a thematic focus on the limitations of human thinking 
or prediction. He introduces each instance with various forms of the pro- 
noun ‘no-one’ at the beginning of three of the first four hexameters (oùôeís 
[133]; o$8é tis dvOpmmuwv [135]; oé rw dvOpomov [139]), and then 


! See e.g. Garzya (1958) 160-61, Van Groningen (1966) ad loc., Gerber (1970) ad 
loc., and West (1992) ad loc. 
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provides an explanation for each in the following pentameter: àAAa. (134); 
yàp (137); and yàp (140), a pattern that we have seen elsewhere in the 
design of elegiac catalogues. And like a catalogue these couplets have a 
uniformly structured and repetitive style: nearly all of them are end-stopped 
and all but the final hexameter break at the penthemimeral caesura creating 
an unbroken cadence of hemiepe at the beginning of the first eight lines.? The 
persistent rhymes in the pentameters—rovtwv...dudotépwr (134); 
ayabov...Kakdv (136); yademijs...dunxyavins (140) and odérepov . . . vóov 
(142)—have a similar effect.? In fact this stanza shows a tendency, visible 
elsewhere in the Theognidea, of the bundling together a series of couplet- 
long wisdom-sayings on the same subject, and then summing up the content 
of all these verses with a general statement that in this case contrasts the 
ignorance of ‘we mortals’ with the effective knowledge and action of the 
gods (141: &vOpwrroi è wataa vou(Lopev, el8óres ov0év).^ 

The poet emphasizes this feeling of closure by returning to the theme (raised 
in the first couplet) of the different roles of god and men and by placing the 
gods at or near the beginning of the first and last pentameters (feoi at 134 
and 142). The words ei6óres and reAoóc: in the final couplet similarly echo, at 
least superficially, ews and és réAos in the second. These verses also display 
some ring-composition in the second and fourth couplets, another common 
place for repetition in the architecture of an elegiac stanza: oddé ris àvÜpcomov 
épyalerat (3) and oùôé tw dvOpmmwv mapayivera (7). I should stress, how- 
ever, that although this poem displays a significant amount of verbal ring- 
composition, its content does not take the form of an A-B-A stanza. Instead 
the three internal couplets comprise a list of related ideas that are connected in 
a paratactic manner and therefore resemble most of all the three central 
couplets that regularly list the individual contents of an elegiac catalogue. No 
one, of course, would claim that this is a good poem or a particularly inter- 
esting one, but it does illustrate nicely how ring-composition can bring closure 
and unity to stanzas whose thematic content is more loosely organized. 


? Carriére (1948) 264—66 and van Raalte (1988) 154. 

5 Noted but not discussed by Gerber (1970) 282. 

4 The inclusive first-person plural focus of ‘we mortals’ here, is also a feature of 
catalogues like the Megarian epitaph and the first catalogue in Solon 13, both 
discussed in Section 2.3. 


Glossary 


The Glossary is primarily devoted to metrical terms, whose definitions are 
limited to phenomena of dactylic and elegiac verse. In preparing these 
definitions I have consulted West (1982) 191—202 and Rosenmeyer, Ostwald, 
and Halporn (1963) 121-28. 


Antistrophe: see ‘Strophe’ 

Bucolic diaeresis: a break in the dactylic hexameter between the fourth and 
fifth metra. 

Caesura: a break within a metron where word ending is required or recom- 
mended. 

Dactyl: a metron of the shape —UU. In the first four metra of a dactylic 
hexameter, the final two shorts often contract into a single long. 

Diaeresis: a break between two metra where word ending is required or 
recommended. 

Elegiac couplet: a metrical unit comprised of a dactylic hexameter followed 
by a pentameter. 

Enjambment: the run-over of a sentence or syntactical unit from the end of 
one verse into the start of another. 

Hemiepes (pl. hemiepe): a metrical unit of the shape -UU-UU-. In the first 
hemiepes of an elegiac pentameter the two shorts may contract into a 
single long, but not in the second hemiepes. 

Hexameter: shorthand reference to the dactylic hexameter, a unit of verse 
comprised of six dactylic metra, the last of which is disyllabic. Epic verse is 
composed in stichic hexameters, whereas the elegiac couplet consists of a 
hexameter followed by a pentameter. 

Metron (pl. metra): the smallest metrical unit in a verse, consisting of a 
sequence of long and short syllables. The elegiac couplet contains two 
different metra: the dactyl (CUU) and the hemiepes (CUU-UU-). It is 
sometimes referred to as a ‘foot’. 

Penthemimeral caesura: a caesura falling after the initial long syllable of the 
third foot of the dactylic hexameter. In an elegiac couplet, this produces a 
triple repetition of hemiepe, one at the start of the hexameter and two in 
the pentameter. 

Pentameter: ‘an absurd name for a verse which does not contain five of 
anything’ (West, 1982) 44 n. 41). The second verse of the elegiac couplet, 
it is comprised of two hemiepe and has a midline diaresis. 
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Priamel: a type of rejected catalogue; see p. 34 for full definition. 

Responsion: in choral poetry, the parallelism of metrical schemes between 
strophe and strophe or strophe, and antistrophe. In this volume I use it to 
refer to other kinds of parallelism (syntactical and verbal) between dif- 
ferent elegiac strophes. 

Ring-Composition: usually, parallelism (syntactical and verbal) between the 
start and finish of a poem or stanza of an A-B-A form. 

Stanza: see pp. 5-6 for definition. 

Stichic verse: a verse-form in which the same verse is repeated throughout a 
poem, for example, the dactylic hexameter in an epic poem. 

Strophe: In choral poetry it represents a musical unity or melodic structure 
that is longer than a verse, and is usually followed by an antistrophe of 
equal length and shape. In describing non-choral poetry (e.g. Sappho) the 
strophe is sometimes used interchangeably with stanza. 
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19—38 (‘Seal-Poem’): 57-9, 60, 92, 
142 n. 10, 144, 146, 153, 160, 161 

39—48 (‘First City-Poem’): 
76—83, 84—6, 95-6, 103 n. 24, 
161, 168, 173 

49-52: 77 n. 12 

53-62 (‘Second City-Poem’): 
78—83, 85—6, 96, 161, 168, 173 

133-42: 59, 157 n. 8, 175-6 

183-92: 26, 58, 67 n. 38, 157 n. 8 

197—208: 126 n. 21 

237—54: 108 n. 36 

341—50: 26-8, 157 n. 8 

429—38: 26 n. 28, 157 n. 8 

467—96 (= Evenus 8a): 86—92, 
103 n. 24, 115, 157 n. 8, 158 

511-22: 126 n. 21 

657—66: 157 n. 8 

667-82 (= Evenus 8b): 115 

699—718 (‘Sisyphus Poem): 31 n. 
41, 35 n. 48, 97-100, 122 n. 14, 
157 n. 8, 160, 165, 167 

703-12: 159, 167 

719-28: 157 n. 4 

773—88: 28-30, 157 n. 8 

993-1002: 157 n. 8 

1020-2: 93 n. 2 

1081—2b: 95-6 

1135-44: 157 n. 8 

1283-94: 126 n. 21 

1341—50 (= Evenus 8c): 23-4, 26, 
115, 157 n. 8, 158 


TYRTAEUS 


fragment 2: 156 n. 1 


109, 148, 156 n. 1 

1-30: 45—51 

1-20: 159 

1: 55, 107, 120 n. 10, 162 

11-13: 104—5 

11: 77 n. 12, 172 

13-14: 51 n. 14 

15: 162 

21-2: 55, 107 

30: 107 

31-2: 50-1 

fragment 11: 3, 4, 12, 56-7, 59, 60, 

64—5, 100, 142, 156 n. 1 

1-20: 51-4, 61 n. 31, 62-4, 109, 
159 

1—10: 56, 162 

11-20: 67 n. 38, 104 n. 27 

11-12: 63-4, 77 n. 12 

21-38: 61—5, 104 

21-8: 112, 149 

21-2: 51 

21: 104 n. 26 

29-38: 91 

29: 104 n. 26 

35: 162 

fragment 12: 2, 3, 4 n. 13, 12, 44, 

56 n. 23, 60, 64, 77 n. 12, 
109—13, 122 n. 14, 142, 145, 
156 n. 1, 159, 160, 162, 174 

1-20: 100—5 

1—10: 31, 33—5, 36, 40, 99, 122 

10—12: 109 

11-20: 103—5 

11-12: 103 n. 25, 105 n. 28 

11: 104 n. 27 

12: 104 n. 26 

16: 104 n. 26 

21—44: 105—9, 148, 170 
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31-4: 108-9 Georgics 148 n. 19 
33-4: 109 n. 37 
35—7: 104—5 XENOPHANES 
35: 105 n. 29 fragment 1:3,4, 57 n. 24, 72 n. 4, 
35—44: 56 n. 20, 163 116—20, 125-7, 137, 144, 161, 
43—4: 148 163 
fragments 18-23: 156 n. 1 fragment 2: 3, 4, 12, 31 n. 41, 
35 n. 48, 38 n. 54, 68 
VERGIL n. 39, 116, 120-7, 142 n. 10, 


Eclogues 148 n. 19 146 n. 15 


Index of Subjects 


A-B form 16, 18 n. 7, 26, 42-3, 159; 
see also internal twist 

A—B-A form 16, 23—4, 25, 26, 30, 
42, 89, 92, 115 n. 4, 176 

Acarnania 109 n. 38 

Achilles 114 n. 2 

Adrastus 33, 101 

Alcaeus 103 n. 23 

Alcathous 28-9 

Alcman 7, 93 n. 1 

Alcmena 73 

Alexandria 13, 94 n. 4, 138 n. 1 

alternation of stanzas between 
meditation and exhortation 45—60 
passim, 109, 117-20, 144, 159-60, 
173 

Ambracia 133-7, (133 n. 39) 

Anacreon 3 

anaphora 33 n. 44, 125 

Andromache 10-11, 127-37, 
(129 n. 27), (129 n. 29), (131 
n. 35), (136 n. 50), 155 

Antimachus 139 n. 5, 158 n. 11 

Aphrodite 19, 20, 27-8 

Apollo (Phoebus) 28—9, 30-1, 37, 
58, 140, 143-4, 147 n. 17, 
149—50, 154, 157 n. 8, 166 

archaism 136, 138-9 

Archilochus 1, 4, (4 n. 16), 10, 13, 
17-19, (17 n. 2), (18 n. 6), 26-7, 
69, 156, (156 n. 2), 161 

Ares 52-3, 106, 108, 109 n. 37, 
109 n. 38 

Argos 132 n. 36, 136 n. 50, 136 n. 
52, 138, 156 n. 2 


Aristogeiton, see Harmodius and 
Aristogeiton 

Aristophanes of Byzantium 13 n. 31 

Aristotle 2 n. 6, 7 n. 22, 8, 86 n. 27, 
94, 115 n. 4 

Artemis 32 

asyndeton 60, 75, 78, 172, (172 n. 9) 

Athena (Pallas) 37, 83—4, 138 

Athenaeus 81—2, 89—90, (89 n. 30), 
92, 103 n. 24, 116, 125 

Athens 111, 94 n. 4, 94 n. 6, 108 n. 
35, 109 n. 37, 129, (129 n. 26), 
155, 170-2, 174 

Attic tragedians 94 n. 4 

audience 119, 137 

auloi and auletes 6—7, 43, 75—6, 92, 
96—7, 128, 136-7 

Avesta, Gathas 8 n. 26 


Bacchylides 13 

beginnings of poems 4—5, 162-3 

Boreas and Boreads 33—4, 97—9, 
101, 105 

bucolic diaeresis 22, 84, 145, 170 n.3 


Callimachus 11, 14, 38 n. 55, 128-9, 
(129 n. 26), (129 n. 27), 133, 
136-7, (136 n. 50), 138—55, 163 

Callinus 13 n. 33, 18 n. 6, 54-7, 60, 
120, 163 

cantena symposiale, see taking up the 
song 

catalogues 22, 31—43, 65-9, 98-9, 
115, 118, 120-7, 130, 159, 173, 
175-6 


Index of Subjects 


catalogues, initial phrase 
repeated 33—4, 99—100, 121—5, 
128 

catalogues, initial pronoun 
repeated 32, 41, 118, 160, 
175-6 

Centaurs 117-18 

chiastic patterns 25, 41, 122-5 

choral poetry 7-8, 64-5, 102-3 

chorus 131-2 

Cinyras 33, 101 

city poems 76—86, 95—6, 161, 168, 
173-4 

Clement of Alexandria 65 n. 35, 
162 

closure, see ends of poems 

Colophon 126 

consolation, poem of 129 n. 27 

contrast emphasized by uév and 
dé 80 n. 16, 54, 103—5 

coordinated pairs of stanzas as 
compositional units 60—9, 92, 
109—11, 120-7, 141, 159—60, 
168-71, 174 

Corcyra 109 n. 38 

Corinth 133-4 

coronis 4 n. 16 

couplets, end-stopped 31—43 
passim, 99, 118, 144, 159, 176 

Crates 126, 162 

Croesus, Athenian epitaph 109 n. 37 

Cronus 23 

Cyclopes 33, 101, 105 

Cyrnus (Polypaides) 5, 18 n. 6, 24, 
57-9, (57 n. 24), (58 n. 26), 
76—83, 95, 144, 154, 175 


Dante Alighieri 6 

Dawn, see Eos 

deixis 87, (87 n. 28), 103, 119, 134 
Delphi 166 
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Demeter 140-1 

Demosthenes 83 n. 20, 94, (94 n. 4), 
173 

Diodorus Siculus 30 n. 37, 31 n. 38 

Diogenes Laertius 82—3, 94 n. 4 

Dionysus 73,81 n. 18 

Donne, John 6 

Doric dialect 2, 11, 127-9 

doublets, see repetition, verbatim 

dramaturgy 131-2 

Dryden, John 40 


Egypt 140, 142 n. 11 

elegiac digressions 98—100, 159, 
165-7 

elegiac meter 3, 128 

elegiac set-pieces 69, 98, 115, 159, 
174 

elegy dependent on epic 2, 128 

elegy, formulas in 3 

elegy, threnodic 127-37, 155 

Elephantine Poet 72-5, 92, 162 

Enceladus 143, 152 

ends of poems 4-5, 56, 79, 120, 144, 
152-3, 173-4, 176 

enjambment 3 n. 9, 18, 28, 119, 
144—5 

Envy (Baoxavia) 140—1, (141 n. 9) 

Eos (Dawn) 147 n. 17, 147 n. 18, 
165-7 

epigram 138 

epinicia 138 

epitaph 31-2, 42, 108—9, 128-9, 
132-8 

Eratosthenes 115 n. 3 

Ethiopia 165-7 

Euripides 10-11, 116, 127-37, 
(129 n. 28), (132 n. 36), 138, 
146 n. 15, 155, 158 

Evenus 23 n. 21, 39, 86 n. 27, 115, 
(115 n. 3), (115 n. 4) 
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exhortative stanza introduced by 
dAAd, rot, or asyndeton 46-7, 
50—1, 54, 60, 63—4, 161 

exoticism 11, 136, 138-9 


Fates 54—5 

first-person plural, inclusive 32, 
34, 35 

first-person verbs in laments 132-7 

four-plus-one form 26, 42-3, 76, 
77, 79, 87, 92, 96, 99, 110, 115 n. 
4, 159 


Ganymede 23, 25, 115 n. 4, 157 n. 8 

generic types of persons 47-8, 119 

Giants 117-18 

gods and goddesses 19—20, 26-31, 
118, 136-7, 141, 147-8, 159, 
166—7 

grammatical number, shift in 18 n. 6, 
90-1 


Hades 21, 97, 106, 134, 165, 167 
Harmodius and Aristogeiton 81, 82 
Harpies 97-9 
Hector 127-8, 130, 132 n. 37 
Hecuba 132 n. 37 
Helen 127-8, 130-1 
Helios (Sun, Son of Hyperion) 
165-7 
Hermes 126 n. 22 
Hermione 127-8, 130-2 
Hephaestus 37, 165-6 
Heracles 52-3, 73, 162 
Hermesianax 114, 139 n. 5, 153, 
(153 n. 24) 
Hesiod 94 n. 3, 111, 116, 148 n. 19 
Hesperides 165-6 
hexametrical poetry 126 
Homer 2 n. 7, 3, 82 n. 19, 94 n. 3, 
103, 116, 128, 166, (166 n. 1) 
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Homeric similes 20 
hoplite warfare, distinction between 
defensive and offensive 
stances 62—4, 104—5, 142 
Horace 2 n. 7 
humor 23 


imperatives 18, 27, 47, (47 n. 7), 
50, 52, (52 n. 17), 58, (58 n. 26), 
60, 62—4, 74—5, 87, 97, 136 n. 
52, 162 

improvisation 115; see also 
reperformance 

inscriptions 31—2, 108—9, 133-6 

Ion of Chios 73—4, 92, 162 

isonomia 81 


Jason 166 n. 2 


lament 127-36 

laudatory relative clause 109 n. 37 
Leonidas of Tarentum 13 
Ligyaistades, see Mimnermus 
Longinus 17 n.2 

Lycurgus 50-1 


Massagetae 140, 142 

Medes 140, 142 

meditation 19, 26 

meditative stanza introduced by 
yap 45-51, 53—4, 55—60, 64, 92, 
109, 119, 144, 149—50, 152, 156 n. 
1, 159—60, 161, 166, 169 

Megara 3, 29, 31-3, 94 n. 3 

melic or melodic verse 7 

metrical responsion 12-13, 64—5 

Midas 33-4, 101 

mid-line diaeresis 145—6 

mimetic hymn 137-9 

Mimnermus (Ligyaistades) 1, 4, 10, 
13 n. 33, 19-22, 23, 26-7, 


Index of Subjects 


Mimnermus (Ligyaistades) (cont.) 
41-2, 69, 82-3, (82 n. 19), 91, 
140-1, 145-7, (145 n. 13), 
(146 n. 15), (147 n. 16), 

(147 n. 17), 149—54, (153 
n. 24), 156, 158 n. 10, 161, 
163, 165-7, (166 n. 1) 
mirror pattern, see chiastic patterns 
missing couplets 12-13, 40, 64-7, 
120-7, 149—50 
mouse-tailed hexameters 75-6 
Muses 37-8, 126 n. 22, 139—40, 
143-4, 146 n. 15, 147-8, (147 
n. 17), 152, 158 n. 9, 162 

musical accompaniment 6-7, 

43, ch. 4 end, 96-7, 112, 114, 
136-7 
mythological exempla 23 


Nestor 97-9 
Nisaeans 32-3 


Oceanus 165-6 
oracles 30-1 


Pallas, see Athena 

papyri 4—5, 72-3, 74 n. 7, 75, 92, 
140—54 passim, 156 n. 1, 156 n. 2 

paragraphos 4 n. 16, 72 n. 3 

Paris 127-8 

parody 126 

participles 23—4, 47—54 passim, 
130 n. 32 

particles 2, 19, 161 

Pausanias 114 n. 2 

Pelops 28-9, 33, 101 

Penia (“Poverty”) 27 

pentameter rhymes 55-6, 88, 120, 
126 n. 22, 144, 152-3, 162, 1163, 
176 

pentameter, summary use of 91, 102 


197 


penthemimeral caesura 22, 32-3, 
37, 41, 66, 99, 118, 128, 170 n. 3, 
176 

performative verbs 135 

Pericles, friend of Archilochus 17, 
18 n. 6, 91, 135 

Persephone 97 

Perseus 73 

Persia 28, 31, 108 n. 35, 126, 134, 
140, 142, 150 

Petrarch 9, 42 

Petronius 38 n. 55 

Phanocles 139 n. 5 

Philetas of Cos 138, 145 n. 13 

Philo of Alexandria 65 n. 35 

philosophical arguments 9, 116, 
119, 126 

Phoebus, see Apollo 

Pindar 13, (13 n. 31), 93 n. 1, 

103 n. 23, 108, (108 n. 34), 112 n. 
41, 163 n. 15 

Plataea 1, 114, (114 n. 2) 

Plato 51, (51 n. 14), 74, 100 n. 19, 
102 n. 21, 105, (105 n. 28), 111, 
115 

Plutarch 17 n. 2, 30 n. 37, 82 n. 19 

poetic personae 93—4 

polyandrion 133-6 

Polypaides, see Cyrnus 

Pope, Alexander 40 

prayers and hymns 26-31, 118-19, 
136-8, 159, 161 

priamels 10, 16, 31—43 passim, 
98-9, 102, 120-7, 137, 159, 160 

Procleidas, Acarnanian 
epitaph 109 n. 38 

Procles 73 

programmatic statements 139—41, 
145 

Propertius 8 n. 26, 14 n. 35, 

38 n. 55 
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Pygmies 140, 142, 150 
Pytho 30 


recusatio 38 n. 55 

Renaissance poetry 5—6, 9, 42, 
126-7, 162-3 

reperformance 3, 8, 82, 93-113 
passim 

repetition, verbatim 95—6, 107, 
142 

responsion 3-4, 9, 12, 59, 60—9, 
80-1, 92, 102, 124—5, 146 

responsion, triple 50, 64, 107-8, 
136 n. 52, 148, 170 

Rhadamanthys 97—9 

rhapsode 114, 116 

ring-composition 16, 21 n. 16, 
22-31, 41, 47—8, 50, 53-4, 58-9, 
75—6, 77, 79, 87, 90, 124—5, 141, 
144—5, 159, 162, 165, 166-7, 
175-6 

ring-composition between second and 
fourth couplets $2.2, $3.1, 54, 67, 
68 n. 41, 88-9, 107, 169—71 


Sappho 7, 9, 103 n. 23 

Sacadas of Argos 132 n. 36 

scholia 131, 145 n. 14 

scribes 22, 24, 66—7, 89—90, 95, 100, 
108, 111-13 

Shakespeare 42, 163 n. 16 

Simonides 1, 13, 14, 23 n. 21, 31 n. 
42, 82 n. 19, 86-7, 91, 108, 
(108 n. 35), 111 n. 41, 114, 
(114 n. 2), 115, (115 n. 4), 132-3, 
138 n. 2, 158 

Sisyphus 97—100, (100 n. 17), 
157 n. 8, 159, 165-7 

skolia 71, 72, (72 n. 3), 74 n. 7, 
75—6, 81-2, 92 

Socrates 115 (115 n. 3) 
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Solon 3, (3 n. 10), (3 n. 12), 10, 11, 
13 n. 33, 14, 31, 35-41, (36 n. 
51), 60, 65-9, 82-6, (82 n. 19), 
93—4, (93 n. 2), (94 n. 4), 100, 
126 n. 22, 134, 146-7, 157, 
(157 n. 9), 158 n. 10, 159, 160, 
162-3, 168—74 

Son of Hyperion, see Helios 

coóí1 as special elegiac craft 38, 
122-3, 142 

Sparta 30, 51-2, 136 n. 50 

Spenser, Edmund 6, 9 

spondaic hemiepé 56 n. 20 

spondaic rhythms at ends of 
poems 56 n. 20, 163, 172-3 

stanza beginning with conditional 
protasis 77 n. 12, 104—5, 
109-10 

stanza with internal twist 16—22, 
26—8, 42, 159 

stanza, definition of 5—6, 8—9, 16, 
44, 60 

stanza, six-couplet 116—27 

stanzaic boundaries 43—70 passim, 
110-11 

stanzaic boundaries overrun 89, 97, 
102-5, 111, 160 

stichic verse 7 

Stobaeus 1 n. 4, 14-15, 17 n. 1, 
17 n. 3, 19 n. 9, 20 n. 15, 22, 
24 n. 23, 25 n. 25, 89 n. 30, 
100 n. 19, 102, 105 n. 28, 112 n. 
43, 158 n. 9 

strophe 3—4, 12-13 

subjunctive, hortative 47, 50, 74 

Suda 94 n. 4 

summary statement, see oóros and 
OUTOS 

Sun, see Helios 

symposiarch 75, 87, 91, 

114-15, 161 
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symposium 20, 72-113 passim, 
115 n. 4, 117-20, 160—1 


taking up the song 20, 42, 72-92 
passim 

Teiresias 137 

Telchines 139—42, 147 n. 17, 
148—50, 154, (154 n. 25) 

Telephus 5 n. 16, 156 n. 2 

terminal modifications 162—3; see 
also ends of poems 

text, official Athenian 94 n. 4 

Theognidean Poet 3, 13 n. 33, 57-9, 
60, 69, 84—92, 93, (93 n. 1), (93 n. 
2), 94 n. 3, 99, 110, 117, 154, 
158 n. 10, 162, 165, 166 

Thetis 127-8, 130 

Thrace 140, 142 

threnody, see elegy, threnodic 

Titans 117-18 

Tithonus 33-4, 101, 146—7, (147 
n. 16), (147 n. 17) 

tripartite structure of hymns and 
laments 137 

Troy 114 n. 2, 127-8, 130, 132, 
156 n. 2 


199 


Tyrtaeus 2, (2 n. 7), (2 n. 8), 3, 13 
n. 32, 13 n. 33, 14, 18 n. 6, 30-1, 
33—5, 40-1, 45—54, 56—7, 60—5, 
69, 93—4, (93 n. 2), (94 n. 6), 
100—13, (108 n. 35), (109 n. 37), 
117, 119—20, 134, 145—6, 149, 152, 
156, (156 n. 1), 158 n. 10, 162, 
170, 172, 174 


Vergil 148 n. 19 

verse paragraphs 9, 60—1 

vocative 5, 18, 25, 26, 29-30, 
45 n. 3, 47-54 passim, 57-8, 
(57 n. 24), 60, 73-4, 77, 79, 
162, 175 


Xenophon 24 n. 23, 25, (25 n. 24), 
(25 n. 25) 

Xenophanes of Colophon 10—11, 14, 
38, 116-27, (118 n. 8), (121 n. 13), 
(121 n. 14), (121 n. 15), (125 n. 
20), 137, 158, 159 


Zeus 21, 23, 26-8, 52, 57-8, 73, 
83—4, (84 n. 21), 120, 140—1, 146, 
157 n. 8, 166 
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abavaros 108 n. 35 

adda 18—19, 27, 29 n. 35, 51, 54, 60, 
61 n. 31, 63-4, 161-2, 176 

dAdos 36, 37—9, 41, 80 n. 16, 118, 
160 

avnp 77 n. 12 

apetyn 44, 60, 108 n. 35, 110 

avrós 84 n. 21, 111, 130 


Backavía, see Envy 


yáp 19—20, 22, (22 n. 18), 25 n. 25, 
29, (29 n. 34), 31, 41, 46—50, 
(46 n. 4), 51, 53—5, 60, 64, 73, 
78, 84, 92, 109, 119, 125 n. 20, 
144, 149, 152, 156 n. 1, 159, 
161—2, 166, 169, 176 
vov yàp 64 118 n. 8 


ôé 19, 35, 46 n. 4, 81, 110, 161 
8ó£a/ 8oket 35 n. 50, 36, 39 


el, el ve, etc. 36, 110, 122, (122 n. 
14), 125 n. 20 
OUT el, où ci, etc. 33—4, 99, 
1223, (122 n. 14), 125 
€Aeyos 129 


kÀéos 108 n. 34 


Aóyos 74, (74 n. 8) 


pév ... 0é... 80 n. 16, 81, 
84—5, (84 n. 21), 99, 103-5, 
163 n. 15 
uév 25 n. 25, 36, 37, 81, 110 
pév ... kaí 103 


ov, oùk, oby 149—50 
oĝros/óðe/èkeîvos 29, 73, 77 n. 12, 
78, 81, 103, 105, 110, 134—5, 
171, 172, (172 n. 9) 
otta/ottws / Ade 20, 24, 26, 
31, 77 n. 12, 91, 162, 169, 
171, 172 


mats 139 n. 6, 147 n. 17 
móAepos 56 n. 23 


poun 123 


coin 38, (38 n. 54), 122-3, 142, 
(142 n. 10) 


téxvy 142 

tou 47, (47 n. 6), 50, 51, 
60, 161 

bBpis 119 


gidia 144—5, 148-9, 152 


xp 72 n. 4, 118-9, (119 n. 10) 


